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PREFACE. 



As very few teachers would deem it wise to choose @milia 
©alotti for high-school reading, this edition has been pre- 
pared largely for such College students as have sufficiently 
mastered the elements of the German language to be able 
to read this drama as a classic. The notes are therefore to 
a great extent devoted to the dramatic technique of the 
work, and to such suggestions in regard to the development 
of the characters as are most often overlooked by students. 
Since Lessing's language is on the whole clear and simple, I 
have tried to draw the attention of the Student merely to 
such words or passages as are peculiar to him, or to the 
language of the last Century. 

The basis of the text isthe Lachmann-Muncker edition of 
Sefftng, II, 377-450. The deviations from it are only those 
of orthography and punctuation. In orthography I have 
adopted the Prussian System of spelling, and I have changed 
Lessing' s punctuation so as to make it to conform to mod- 
ern usage. It is well known, for instance, that Lessing often 
uses a semicolon where we should use a simple comma, and 
that many of his commas would to-day seem superfluous, 
And yet I am fuUy conscious of the dangers of such 3 
change, especially so in Lessing, whose punctuation is ii 
many cases as individual as his style. It was only the con^ 
viction that the Student would on the whole be mislea 
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rather than helped by a reproduction of Lessing's punctua- 
tion, that induced me to undertake the change. 

The introduction assumes a general knowledge of Les- 
sing's life and times, such as any one of the populär English 
biographies of Lessing would furnish. In referring to the 
various opinions of the critics on the disputed points of the 
diama, I have avoided exact citations, because I have had 
in mind the general point of view taken by them, rather 
than any individual passages. 

The tiibliography appended to the notes lays no Claims to 
completeness, but contains the most important books and 
essays on @milia @)alotti. I have consulted, more or less, 
all the works mentioned in this bibliography, and herewith 
acknowledge my indebtedness to them. The point of view 
arrived at in the introduction is, as far as I know, not in- 
fluenced by the ideas of any single work or essay, but is 
rather based upon a careful consideration of the most im- 
portant thoughts advanced by the various critics of the 
drama. 

I owe special thanks to Professors Calvin Thomas, George 
Hempl, Alexander Ziwet and George A. Hench of the Uni- 
versity of Michigan, who have kindly read my manuscript, 
and who have given me many valuable suggestions. 

Max Winkler. 
Cambridge, Mass., August, 1895. 



INTRODUCTION. 



I. THE COMPOSITION OF THE DRAMA. 

Emilla. Galotti is, as regards its structure, the maturest 
dramatic production of Lessing. He worked upon it, off and 
on, for fiilly fifteen years, carried it with him on all his travels» 
considered and reconsidered every detail, so that the drama in 
its final form is the product of his strongest critical and creative 
£sunilties. During these fifteen years he devoted his most 
serious study to the drama, and his vigorous and on the whole 
just attacks on the &lse dramatic principles then current in 
Germany , form one of the most heroic chapters in the literary his- 
toiy of that country. These attacks were not merely negative, 
but also established dramatic principles, most of which are as 
valid to-day as they were for Lessing's time. . It is according to 
these principles, most fully expressed by Lessing in his §anu 
burgifc^ Dramaturgie, that we shall discuss and Interpret his 
tragedy. He wrote it with the direct Intention of giving to his 
nation a model drama, which was to exemplify in its general 
outlines as well as in its minutest details all the important 
dramatic laws for which he so zealously contended. It is his 
most carefully constructed work, and there is hardly a drama in 
the German language which requires such close attention to the 
smallest touches of the poet as @miüa ©alotti. 

In the year 1750 the Spanish poet Don Augustino de 
Montiano y Luyando published his drama "Virginia," which 
was translated into French by Hermilly in 1754. This French 
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translation of Montiano^s drama Lessing read, and possibly the 
thought of writing a German drama on the same subject 
occurred to him at that time. At any rate, in 1754 he criticized 
Montiano's drama very favorably in his 2^]§catralifc^c Sibliotl^ef/ 
a Journal recently established and edited by himself, which was 
intended to give a critical history of the theatre of all times and 
all nations. Montiano's drama was written according to the 
strict rules of the French classic theatre, and Lessing's favorable 
opinion of it was due to the fact that he was then still under 
the influence of Gottsched and the French classicists. When 
thirteen years later he again criticized this same drama in the 
^amburgifc^ 3)raniaturgic,' his antagonism to the French classic 
drama led him to revoke his former favorable estimate of it. 

The first time we hear of Lessing' s intention to write a drama 
on the Roman Virginia is in 1757. In that year the Berlin 
book-seller and critic Friedrich Nicolai, as editor of the S3i6Uo» 
tl§c! bcr fc^öncn SBiffcnfc^aften, oifered a prize of fifty Thaler for 
the best German tragedy. For this prize Lessing intended to 
compete, and so referring to himself in the third person, he 
writes Oct. 22, 1757, to his friend, the Jewish philosopher Moses 
Mendelssohn of Berlin : ** Another young man is working here 
on a tragedy which might perhaps prove to be the best of all 
(the competing ones), if he had a few more months' time to 
spend upon it." ^ 

Nov. 25, 1757, Lessing writes on the same subject to Nicolai 
as follows : ** The tragedy on which a young man of this place 
is still working, you shall have in three weeks, etc." * But the 
work did not progress as rapidly as Lessing had expected, and 
so the prize was awarded to the promising young poet, von 
Cronegk, for a tragedy entitled Äobrug. 



1 SefflngS SBcrtc, Lachmann-Muncker Ed., Vol. VI, 70-120. 

• Scfftng« SEBerte, Lachmann-Muncker Ed., Vol. X, 74-75. 
» SefftngS SBerte, Hempel Ed., XX i, 138. 

* Sefi^ngS SBerle, Hempel Ed., XX i, 139. 
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A Short dramatic dialogue between two clients of the Roman 
decemvir Appius Claudius has come down to us, and has for 
many years been regarded as a fragment of the Virginia drama, 
on which Lessing was at work in 1757.* But Gustav Roethe 
has discovered that this scene is not Lessing's original compo- 
sition, but merely a literal translation of the opening scene of 
Samuel Crisp's drama ** Virginia." Through the influence of 
powerful friends this weak drama was produced in Drury Lane 
Theatre, Feb. 25, 1754, with Garrick playing the role of Vir- 
ginius. Lessing's translation of the first scene must therefore 
have been written sometime after the representation of Crisp's 
drama. This bit of translation, together with his criticism of 
Montiano's drama (1754), clearly indicate his great interest in 
the theme between the years 1754 and 1758, although they 
do not throw any light upon his earliest conception of the 
drama. It is very likely, however, that he intended at first 
to follow the Roman story quite closely. The reasons which 
then attracted Lessing to this subject are clear. He was 
at that time a great admirer of the social and political virtues 
of antiquity and especially of Rome, and in faqt dramatized a 
contemporaneous event which was suggestive of Roman heroism. 
So the brilliant dramatic fragment (Somuel ^enji (1753) arose, in 
which that brave Swiss patriot was conceived as a sort of 
modern Brutus; we also have from the year 1756 or 1757 the 
sketch 3)a§ befreite Sflotn, which treats of the story of Lucretia, of 
the expulsion of the Tarquins and of the establishment of 
Roman freedom through the patriot Brutus — a theme closely 
related to that of Virginia. 

At the beginning of 1758 Lessing seems to have completely 
changed his plans in regard to his drama SStrginia. For on Jan. 
21 of that year he writes again to Nicolai : ** He (the dramatist) 
works pretty much as I do. Every seven days he writes seven 
lines. He constantly extends his plan, and constantly rejects 

* Lachmann-Muncker Ed., III, 359-360. 



VIU INTRODUCnON. 

again something he had written. His present subject is eine 
bürgcrltd^c SBtrgima, whom he has called Emilia Galotti, 
He has freed the story of the Roman Virginia from all that 
which made her interesting to the whole State. He believed 
that the fete of a daughter who is killed by her father, to 
whom her virtue is more precious than her life, was in itself 
tragic enough and amply able to move the whole soul, even if 
no overthrow of the entire Organization of the State followed 
thereupon. His plan is a tragedy of only three acts, and he 
uses without any scruples all the liberties of the English 
stage." * 

It is very likely that the drama as sketched in the above 
letter, resembled in its general outlines the present drama. 
After 1758 Lessing seems to have done little or nothing upon 
this work for almost ten years, in the course of which time his 
powers as a dramatist and critic became considerably enlarged 
and strengthened. He resumed the work during his residence 
in Hamburg (1767- 17 70), when he extended it to five acts. 
The main reason for then taking up again his long neglected 
work, was the conviction that the only way to give force and 
meaning to the dramatic laws which he was laying down in his 
$aniburgif(i^ Dramaturgie, was to write a tragedy in which these 
laws were correctly applied. Also his defiant antagonism to 
the most celebrated French dramatists and critics demanded for 
its justification some dramatic work from his own pen. Be- 
sides, he feit a natural desire to do something more for the 
Hamburg theatre than merely to criticize the productions of 
others which appeared upon that stage. It also occurred to 
him that his ©milia ©alotti would be particularly well suited 
for some of the actors of the Hamburg theatre. All these con- 
siderations induced him to rewrite his drama, not with any In- 
tention of Publishing it, but simply for the use of the Hamburg 

» Hempel Ed., XX i, 145. 
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stage. But the rapid failure of the Hamburg national theatre 
(1769), for which Lessing had entertained such high hopes, so 
disheartened him that he again laid aside his drama and re- 
tumed to his archaeological studies. Moreover, the catastrophe 
of the drama, namely the death of Emilia at the hands of her 
iather, troubled him greatly. This deed, in order to be en- 
tirely devoid of any appearance of brutality, had to be so con- 
nected with the events and characters of the drama as to seem 
the inevitable outcome of the Situation. As was Lessing^s habit 
in such cases, he stopped writing on the drama, but carried this 
difficult Problem in his mind. It was not tili the winter of 
1771-1772, that he found time and inclination in the solitude 
of Wolfenbüttel to finish his work. He himself teils us in a 
letter to his brother Karl * that neither the drama of 1758 nor 
the Hamburg Version of 1768 was of use to him in the final 
recasting of his work. The drama was finished in Feb. 1772, 
and was first represented in Brunswick, March 13, 1772, in 
honor of the birthday of the dowager duchess. Lessing had 
some doubts about the propriety of representing it before the 
eourt, and so he sent the first three acts of the play to Duke 
Karl, asking him whether the tragedy was suitable for the 
occasion. No objections were raised, and the drama was played 
before the ducal family. Lessing was not present at the Per- 
formance. It was soon afterwards produced in the great eitles 
of Germany : in Berlin, Hamburg and Vienna, with more or 
less success. In our Century, though produced occasionally, it 
has never become populär. For the critics this drama has been 
a bone of contention ever since its appearance. It has been 
enthusiastically praised by some and severely attacked by 
others. The poetic circle at Göttingen (1772) was most 
favorably disposed toward it; Wieland, Mendelssohn and 
Nicolai praised it unstintedly; Herder, Goethe, Schiller and 

1 Hempel Ed., XX x, p. 483. 
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Friedrich Schlegel assumed a more reserved attitude toward it, 
praising it on the technical side, but regarding it as an artificial 
production, as a carefuUy planned work of reason rather than as 
a drama of genuine poetic inspiration. The critics of our Cen- 
tury have added very little of vital importance to the views of 
Lessing's contemporaries. Some have admired it, others have 
attacked it, according to their individual critical Standpoint. 

IL SOURCES OF THE DRAMA. 

The original source for the story is Livy in his history of 
Rome, III, § 40 ff. It is in brief as foUows : During the de- 
cemvirate (451-449 b.c.) there was serving in the army a well- 
known brave centurion, named Virginius. He had a daughter 
Virginia, who was betrothed to L. Icilius, once a populär tribune 
of the people. Of this girl Appius Claudius, the powerfiil de- 
cemvir, became enamored, and not being able to win her by 
bribes, he determined to have recourse to violence. One day, 
as the maiden attended by her nurse was going to school, Mar- 
cus Claudius, a dient of the decemvir, laid hands on her and 
claimed her as his slave, in accordance with a previous agree- 
ment between himself and his master. The nurse cried for help, 
a crowd gathered around them, and all went before the judgment- 
seat of the decemvir. In his presence Marcus Claudius repeated 
the tale he had been taught, viz. that Virginia was the child of 
one of his female slaves, and that the wife of Virginius, having 
no children, had obtained this child from its mother, and had 
presented it to Virginius as her own. He further stated that he 
would prove this to Virginius as soon as he returned to Rome, and 
demanded that the girl should meanwhile be handed over to his 
custody. Appius Claudius, fearing a tumult of the people, said 
that he would let the case stand tili next day, but that then, 
whether her father appeared or not, he would execute the laws. 
At the same time he sent word to his colleagues in the camp to 
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detain the father in the army, but the messenger arrived just 
after Virginius had obtained bis leave of absence. Early next 
moming Virginius and bis daughter came to the forum with 
their garments rent. Appius knew tbat, if be allowed tbe matter 
to come to a formal investigation, tbe fatber would unmask tbe 
plot ; for tbis reason, witbout sufFering Virginius to make bis de- 
fence, be bastened to give sentence, declaring it to be bis con- 
viction tbat tbe maiden belonged to bis dient. Tbe people 
were aroused at tbis monstrous defiance of all law, but tbe de- 
cemvir, fearing a riot, bad brougbt witb bim a large body of 
patricians and tbeir clients, and feeling strong in tbeir support, 
be ordered bis lictors to disperse tbe mob. Tbe people drew 
back, leaving Virginius and bis daugbter alone before tbe 
judgment-seat. All belp was gone. Tbe unbappy fatber tben 
asked tbe decemvir to be allowed to speak one word to tbe 
nurse in bis daugbter^s bearing, in order tbat be migbt ascer- 
tain tbe trutb. Tbe request was granted. Virginius drew tbem 
aside, and snatcbing up a butcber^s knife from one of tbe Stalls, 
plunged it into bis daugbtbr^s breast, exclaiming : ** Tbis is tbe 
only way, my cbild, to keep tbee free." Witb tbe bloody knife 
in bis band, be rusbed to the gates of the city unopposed, and 
retumed to the camp. His comrades espoused bis cause, 
marched to Rome, and compelled tbe decemvirs to resign. Vir- 
ginius afterward accused Appius Claudius of violating tbe laws, 
and ordered bim to be thrown into prison to await there bis 
trial. But the proud patrician, seeing tbat condemnation was 
certain, put an end to his life. 

These are briefly the events related by Livy, and the first In- 
tention of Lessing was to dramatize tbis story and make out of 
it a political tragedy. But, as we have seen, he changed bis plan 
entirely at tbe beginning of 1758, determined to modemize tbe 
story, to omit the political side of it, and to transform bis bero- 
ine into eine bürgctlid^c SBirginta. The reason for tbis fortunate 
change of plan is to be found in Lessing^s remarkable critical in* 
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sight into dramatic problems. He was well acquainted with 
several tragedies which had followed livy^s story dosely, and 
had made its political side quite prominent. So, for instance» 
the Spaniard Montiano tried, and tried invain, tounite dramati- 
cally the two elements in the Roman story, the death of Virgi- 
nia and the overthrow of the power of the decemvirs. But as a 
matter of fcict, there is no necessary inner connection between 
the death of the daughter and the overthrow of the decemvirs. 
We have here really two distinct, to some eztent quite indepen- 
dent events, which, owing to many other coexbting circnm- 
stances related by Livy, are brought into dose relationship. 
The mere &ct that a &ther kills his own daughter because her 
honor is in danger, does not of necessity bring about an over- 
throw of the govemment. To make such a revolution seem 
necessary, the dramatist would have to depict all the attending 
conditions which could bring two such independent catastrophes 
into a relation of cause and effect to each other. This the pre- 
decessors of Lessing had not succeeded in doing, and therefore 
the sudden overthrow of the govemment with which their dramas 
end, has no tragic necessity, and is merely a loose appendage. 
It was this dramatic weakness of his predecessors that Lessing 
dearly saw and tried to avoid. For him, the careful Student of 
Aristotle's Poetics, unity of action was the most important of 
all dramatic laws, and he saw that to introduce the political 
elementof Livy 's story into his tragedy, would imply an enlarge- 
ment of the subject, which it would he difficult, perhaps impos- 
sible to treat successfiiUy within the narrow compass of three 
or nve acts. Even Schiller with his powerfiil dramatic genius 
could not treat of great political upheavals without sacrifidng or 
weakening thereby the unity of action of his dramas. ^Sto, 
SBaHcnftcin, SBtl^Im XtU, all sufFer more or less from a duality 
of interest. How much stress Lessing laid at that time upon 
unity of action, can best be seen in his unique drama ^^ilotod 
which appeared in 1759. I* ^s a tragedy of one act, and its ac- 
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tion is so concentrated, so reduced to the representation of the 
barest essentials, the style is so epigrammatic that the work 
impresses us as highly artificial, although it shows us how hard 
Lessing was then struggling to attain to the directness and close- 
ness of structure of the ancient Greek drama. 

There is also another reason why Lessing determined in Jan. 
1758, to simplify and modemize Livy's story. Lessing stood 
at that time under the influence of the English stage, and of 
Diderot, one of the greatest French critics of the i8th Cen- 
tury. How deeply Lessing feit himself indebted to Diderot, is 
best seen £rom his own words written shorüy before his death, 
in 1781 : ** For be my taste what it may, I am nevertheless 
but too clearly conscious of the fect, that without Diderot's ex- 
ample and teachings it would have received a quite difFerent 
direction, perhaps a more individual one, but hardly one with 
which my understanding would, in the end, have been more 
contented." * 

In 1760 appeared Lessing^s translation of Diderot's drama 
" Le Fils Naturel," and of his dialogues, called ** Entretiens" 
(1757) . These dialogues contain the gist of Diderot's dramatic 
ideas, which made such a deep Impression upon Lessing. 
Throughout the whole work Diderot preaches naturalness. He 
urges his countrymen to abandon the conventionalities of the 
French classic stage, which chose as its heroes only the lofty 
characters of classical antiquity, and which treated in the 
elevated style of a Corneille or a Racine of passions which were 
untrue or extreme, and hence incomprehensible and indifferent 
to the great mass of the people. He wishes to emancipate French 
drama from this formal element, insists upon the treatment of 
the great and universally true human passions as the prime ob- 
ject of the drama, and demands that the dramatic form and 
language become the free and natural expression of genuine 

^ Lachmann-Muncker Ed., VIII, 288. 
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human emotions. When Diderot admiies the dassic Gieek 
diama, it is not because it treats of semi-divine heroes, or 
becaiise <Ä its peculiariy beantüiil fonn, but because of the 
universal significance of the passions developed therein. So 
he urges that the diama, in order to become an effident 
agent for good in sodety, should dioose sudi themes as will be 
most easily understood by the people. He is therefore op- 
posed to subjects taken from dassical antiquity, and regards the 
various conflicts of funily life as subjects best fitted for modern 
tragedy. Such tragedy he caUs «« trag^die bouigeoise." Les- 
sing well expresses this same point of view in his Dramaturgy. 
He says : *' The names of princes and heroes may lend pomp 
and majesty to a play, but they contribute nothing to our emo- 
tions. The misfortunes of those whose drcumstances most re- 
semble our own, must naturally penetrate most deeply into our 
hearts, and if we pity kings, we pity them as human beings, and 
not as kings. Though their position often renders their mis- 
fortunes more important, it does not make them more interest- 
ing. Whole nations may be involved in them, but our sympathy 
requires an individual object, and a State is hi too abstract a 
conception to touch our feelings.^^ * 

Accordingly, Lessing resolved not to write a Roman tragedy, 
but a modern one — a " trag^die bourgeoise" — based merely 
upon the tragic element that touched him so much in Livy's 
stoty. It was the terrible conflict in a fäther's soid that became 
essential to him, and not the fact that the action took place in 
the heroic days of the early Roman republic. Therefore he writes 
in Jan. 1758, to Nicolai: "The fete of a daughter who is 
killed by her father, to whom her virtue is more predous than 
her life, is in itself tragic enough, and is amply able to move 
the whole soul." 

Thus, with the Intention of simplifying and humanizing the 

^ Lachmann-Mttncker Ed., IX, 239. 
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old Story, it was of course necessary for Lessing to change the 
names of the Roman characters, and to determine upon a time 
and place of action. Lessing chose a petty Italian court of the 
lyth Century. Why did he do so? Why did he not lay the 
scene at some German court of his own day ? The reason is 
clear. Germany seemed to Lessing an unsuitable place for the 
scene of action, because, owing to the notorious licentiousness 
and absolutism of many of the German courts of his day, the 
attack would have been too obvious and might have involved 
htm in unnecessary diflSculties. An insignificant unhistorical 
prince of some foreign obscure country was just as suitable for 
his poetic purposes as a very well known sovereign, and it was 
certainly much less dangerous to represent such a prince at that 
time. Lessing needed an absolute ruler for his drama, because 
the violent deeds which occur in it would have been impossible 
under a just constitutional govemment. So the action very ap- 
propriately takes place during the era of Louis XIV, ** le grand 
monarque," who raised absolutism to a principle, and whose 
splendid but frivolous court of Versailles so many minor 
princes of Europe tried to emulate. Besides, Italy was pre- 
eminently the land where mercenary bandits of the type of 
Angelo and Pirro were common. Moreover, Germany was 
hardly the country to produce a prince such as Lessing needed, 
a weak, impulsive, self-indulgent prince, but still a man of 
culture, of a charming personality and, even in moments of 
extreme passion, of exquisite refinement. It is true that 
Augustus II and Augustus III of Saxony probably suggested to 
the poet some traits with which he endowed his prince, but 
only the rapidly decaying renaissance culture of Italy, such as 
existed during the I7th Century, could produce a man morally so 
weak and corrupt, and yet personally so attractive as Lessing's 
Hettore Gonzaga. Even the much healthier renaissance of the 
I5th and i6tli centuries often developed tyrants, who dis- 
played that same combination of refinement and sensuality as 
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Lessing^s prince. The honses of Medici and of Este, for ex- 
ample, have produced several such types. But with the excep- 
tion of the prince, the characters and the general spirit of the 
piece are German, and accordingly, the younger contemporaries 
of Lessing, the poets of the *« Storni and Stress" movement, 
regärded this drama, notwithstanding its Italian garb, as 
directed against the immorality and tyranny of their own 
princes. They tried to Imitate it, interpreted it politically, and 
several anti-tyrannical tragedies appeared during the next ten 
or fifteen years after the publication of ©mtlta ©alotti. The 
strongest of these is Schiller^s Kabale unb Siebe, which, in its 
general outlines as well as in some of its details, shows clearly 
the influence of Lessing^s drama. 

Notwithstanding the modemized character of the Roman 
Story, the drama betrays even now, in its remodeled form, its 
source. Appius Claudius, the tyrannical, brutal Roman de- 
cemvir, is changed into the prince Hettore Gonzaga of 
Guastalla. The prominent plebeian centurion Virginius we 
have reproduced in the honorable Citizen^ colonel Odoardo. 
Virginia, the plebeian girl, corresponds to the bürgerU(!^c 
SJirgtnia, although the character of the latter, for very definite 
reasons, differs from the Roman prototype. Icilius, the young 
Roman tribune, the favorite of the people, somewhat distantiy 
corresponds to Appiani, who despises the corrupt tyrannical 
rule of the prince. Marcus Claudius, the servile dient of the 
decemvir, becomes the courtier Marinelli, who panders to the 
passions of the prince. Appius Claudius and Virginius, the 
patrician and the plebeian, antagonize each other, because their 
principles and their aims are radically difFerent. Just so 
Odoardo dislikes the prince, refuses to serve under him, and 
opposes him wherever he can, because his lofty conceptions of 
government difFer entirely from the corrupt practices of the 
court of Guastalla. Appius Claudius entertains an illicit passion 
for Virginia, just as the prince does for Emilia, and both the 
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decemvir and the prince feel no scruples about using the abso- 
lute power entrusted to them for the gratification of their 
desires. Virginia is betrothed to Icilius, Emilia to Appiani, 
and finally Virginia is killed by her &ther, just as Emilia is by 
Odoardo. Both Virginius and Odoardo, diiFerent as their char- 
acters are, act at last from the same motive. Orsina is the 
only important character which is an entirely new creation of 
Lessing. From this parallelism it is clear that the main out- 
lines of Livy's story remained unchanged in Lessing's drama. 

Some delicate touches Lessing owes to Montiano. In the 
first scene of the Spanish drama we find a difference of opinion 
between the nurse Publicia and Virginia as to the advisability 
of informing Virginius, who is in camp, of the threatening 
danger. Publicia wishes to let him know of the exact State of 
things, but Virginia, knowing her father's hasty nature, fears 
evil consequences from such a disclosure.' We find a similar 
difference of opinion between mother and daughter in Lessing's 
work. Only here the State of things is reversed. The first 
Impulse of the daughter is to confess everything which has 
happened in church to Appiani, but Claudia, who is conscious 
of having been the involuntary cause of all this misfortune, 
fears the wrath of Odoardo, and therefore induces her daughter 
to conceal everything from Appiani. 

Montiano conceives Icilius as a brooding lover, who in 
moments of highest hope cannot escape vague forebodings of 
evil. Lessing in his extracts from Montiano's drama once 
refers to Icilius as follows : **This strengthens the hope of 
Icilius, who now sees himself in a position to bid defiance to 
the greatest dangers, and yet ... his heart is disturbed by a 
secret foreboding that on this day a special misfortune is threat- 
ening him."* This State of mind of Icilius is thus very similar 



* Lachmann-Muncker Ed., VI, 75-76. 

* Lachmann-Mancker Ed., VI, 9a 
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to that of Appiani, when he first appears upon the scene (II, 7 
and 8). 

Montiano's Virginius has also some traits of character which 
remind us of Odoardo. So Montiano emphasizes the fect that 
the brave Virginius is very jealous of the honor of his family, 
is impulsive and suspicious.' These same characteristics we 
find strongly developed in Odoardo, to whose suspicious nature 
Claudia several times refers (see page 28, line 7, and page 30, 
line 17). It is also possible that Montiano's Marcus Claudius 
had some influenae upon Lessing's Marinelli. Like Marinelli, 
he is a greater rascal than his master Appius Claudius, and 
arouses the latter to action. Both Claudius and Marinelli en- 
tertain similar views about life and especially about the frailty 
of woman.' 

III. CHARACTERS. 

Emilia. — Lessing is one of the greatest masters of characteri- 
zation in the history of the German drama. His characters in 
9Jllnna bon SBaml^elm and in S^atl^an ber SBeife are delineated 
with such force and clearness, that they have been the object of 
admiration and study ever since the appearance of these dramas. 
The same may be asserted of the characters in ©rniüa GJalotti, 
although praise has not been so unanimous here. As to the 
secondary characters there has never been any difFerence of 
opinion, but Emilia, Odoardo and the prince have given much 
trouble to critics and actors. The numerous discussions on 
these characters all turn more or less about Goethe's famous 
criticism on the drama, and therefore I shall take that criticism 
as the starting point for the Interpretation of the principal 
characters 

Goethe says : * * The fundamental mistake of this piece is, 
that it is nowhere expressed that Emilia loves the prince, but 

^ Lachmann-Muncker Ed., VI, 91. ' See note, page xli of this Introduction. 
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that it is merely hinted at. If that were the case (viz. if 
Lessing had clearly indicated that Emilia loved the prince) , we 
should then know why the father kills her. Her love is indeed 
suggested, first by the way in which she listens to the prince 
and then by the way in which she afterward rushes into the 
room ; for if she did not love him, she would have repulsed 
him ; finally it is also expressed, but clumsily, by her fear of the 
chancellor's house. For either she is a goose to be afraid, or a 
loose young woman. But if she loves him, she must prefer to 
ask for death itself, in order to escape that house." * 

This question whether Emilia loves the prince or not, has 
given rise to the widest difFerence of opinion as to her character, 
and hence as to the very nature of the tragedy. Some critics 
believe that to admit such a love is to misinterpret Lessing's 
drama completely ; others again maintain that the very essence 
of the tragic conflict of the drama consists in this semi-conscious 
love or rather attraction of Emilia for the prince. Only the 
dosest examination of the facts of the drama will enable us to 
determine this question. 

It is one of the most important principles of Lessing, a prin- 
ciple which he insists upon in his §amBurgif(^c 5)ramaturgie, that 
a tragic hero or heroine must not sufFer undeservedly. Spotless 
characters sufFering great misfortunes do not arouse our sym- 
pathy, but rather our horror. He says : ** A man may be very 
good and yet haye more than one weak point, commit more than 
one error through which he throws himself into endless mis- 
fortune, which excites our pity and sorrow, but which is not 
in the least horrible, because it is the natural consequence of 
his error." * To make the characters of his drama conform to 
this principle. Lessing found it necessary to change entirely the 
characters as described by Livy. In the Roman story Virginia 



1 KtcmcrS aWittcilungen, II, 663. 

* Lachmann-Muncker Ed., X, 135. (3)ramahir8te.) 
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is conceived as a perfectly innocent young girl who fsdls a victim 
to the tyranny and lust of the decemvir. Her horrible fcite, like 
the fate of Lucretia, arouses the people to the highes t Indigna- 
tion and causes them to throw ofF the tyrannical yoke. Such a 
heroine Lessing could not use. Instead of persons of super- 
natural nobility and heroism, such as Corneille loved to portray, 
Lessing's principle requires characters, in whom human strength 
and virtue, and human weakness and even guilt are closely in- 
terwoven. Such a character Lessing aimed to portray in Emilia 
Galotti. 

Lessing himself partly characterizes her for us. He says in a 
letter to his brother : ♦* The maidenly heroines and philosophers 
are not at all to my taste. ... I know of no higher virtues in 
an unmarried girl than piety and obedience." * She is no 
heroine of classical antiquity, but an Italian girl of the I7th 
Century, the only child of Odoardo and Claudia Galotti, — 
people belonging to the higher middle class of society. By 
nature she resembles her father rather than her mother, and it 
was he who had the greatest influence upon the development of 
her moral character. It was he who inculcated into her those 
severe lessons of virtue, that distrust of things worldly and that 
proud disdain for life itself when honor is at stake, which de- 
termine her action in the most tragic moment of her life. Her 
childhood and her early womanhood were spent in the retire- 
ment and simplicity of country life. Then the somewhat vain 
mother induced Odoardo to allow her and Emilia to live for a 
time in Guastalla, so that the daughter might there enjoy the 
social advantages which could not be obtained in her country 
home. During their residence in the capital Emilia becomes 
engaged to the worthy young count Appiani, who is not 
a subject to the prince, but who came to Guastalla in hopes of 
obtaining a positipn at the court. The engagement is kept 

& Hempel Ed., XX x, 483-483- 
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secret, probably because Odoardo and Appiani hate the gossip 
which such a match between a nobleman and a girl of the 
Citizen class would aronse. The relation between Appiani and 
Emilia is not based upon deep passion. They are merely good 
friends. Emilia certainly respects his independence of char- 
acter and his high ideals, her father is delighted with him, her 
mother is proud of such an engagement, so that the union 
prömises to become in every way a happy one. Soon after the 
marriage Appiani expects to go with his bride to his estates in 
Piedmont and live there quietly and independently. We may 
assume that he leaves Guastalla for a short time to make at his 
home the necessary arrangements for Emilia's reception. 

During his absence Emilia meets the prince at an evening 
gathering at the house of chancellor Grimaldi. This happens 
probably through the efforts of Claudia, who is vain and am- 
bitious for such social distinctions. Odoardo, however, who 
lives in solitude upon his estate near Sabionetta, knows for 
some time nothing of this meeting. What a deep impression 
Emilia made that evening upon the prince, we leam from the 
opening scenes of the drama. Ever since that meeting, her 
beäuty, her charming natural manners and her wit have driven 
every other thought from his mind and have put an end to his 
relations with Orsina. But that very meeting has also pro- 
foundly affected Emilia. Her father had probably represented 
the prince to her as a thoroughly depraved tyrant, as a man 
whom he feit himself obliged to shun, and to her surprise she 
found a man of a most winning personality, of a refined and 
gracefid bearing, and of a captivating eloquence such as she had 
not heard before. If the prince was a tyrant, he was certainly 
an unusually attractive one. With passionate words she her- 
seif teils US the feelings which that evening aroused in her : *« I 
have young, warm blood, my father, just as any other girl. 
My senses too are senses. I will answer for nothing. I will 
Warrant nothing. I know the house of Grimaldi. It b a house 
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of pleasure. One hour there by my mother's side, and there 
arose in my breast a tumult which the strictest disdpline of re- 
ligion took weeks to suppress " (page 93, lines 10-15). The 
strict disdpline of religion of which she speaks can have but one 
purpose — to quiet her consdence. She considers it a great 
wrong that she, the affianced of another, should feel herseif at- 
tracted by the prince, a prince whom her father despises. 
Probably she does not State it to herseif in any such definite 
terms, but she finds that somehow her former peace of roind is 
gone. She feels restless, anxious, and being a pious Italian 
girl, she tries to find relief in prayer and in religious practices. 
She struggles hard to forget the prince, and after a conflict of 
several weeks the impressions of that meeting begin to fade 
away. 

Finally the marriage-day is at hand and she goes in the 
moming to mass to pray more fervently than ever for the grace 
of Heaven. Suddenly, in the midst of her devotions, she hears 
the voice of the prince, hears him ardently confess his love for 
her. She is frightened, indignant, his words are to her the 
worst blasphemy, and yet — she cannot do what her mother 
would have wished her to do, she cannot flash upon him all the 
scom which he deserves. *« Dumb, dejected and trembling, 
she stood tliere as if she were a criminal hearing her doom " 
(page 48, line 25 ) . She flees from church, he foUows her, but she 
has not the courage to look at him again. In anxious confiision, 
as if she were still pursued by him, she enters her home. She 
then relates to her mother her terrible experience in church : 
"And when I tumed, I beheld him. Claudia — Whom child? 
Emiita, — Guess mother, guess! I thought I should sink into 
the earth. It was he himself. Claudia, — Who, himself? 
Emilia, — The prince " (page 30, lines 10-16) . Her mind has for 
many weeks been so occupied with the prince that she thinks 
that by saying that *» he himself" spoke to her, she fiüly de- 
signates the person. 
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What does all this confiision of Emilia in church and on the 
Street mean ? How does it disclose to us her feelings toward 
the prince ? Of course her anxiety and helplessness are in part 
due to her youth, to her inexperience, to the suddenness of it 
all, to the religious and moral shock that she, the affianced of 
another, should on her marriage-day be obliged to listen to a 
glowing confession of löve from the Ups of no less a person than 
the prince. But these reasons alone are insufficient to explain 
her conduct. We know from what happens later on in the drama 
that she can be resolute, that she can regain her self-possession 
in a Short time. Claudia's characterization of her is very true. 
** She is the most timid and the most resolute of our sex. Un- 
able to master her first impressions, yet after the slightest 
reflection submitting to everything, prepared for everything " 
(page 79, lines 7-10) . When in the last act she leams that she 
cannot flee, she at once resolves to die. Why does she not show 
resolution here? Why does she stand there ** dumb and down- 
cast like a criminal " ? The fact that it is the prince of the land 
who speaks to her cannot account for her fear, as Düntzer 
thinks, for she had once met him socially and had conversed 
with him with ease. If she really despised the prince, if his 
Personality were entirely indifferent to her, she would soon have 
found words to express her Indignation and contempt for him. 
She, however, does not do it, and cannot do it, because that same 
tumultuous feeling which the prince once aroused in her, and 
which it took weeks of religious practicetosubdue, retumswhen 
she sees and hears him. Sh% is divided against herseif ; hermoral 
and religious instincts condemn the prince, but the woman does 
not feel herseif free in his presence. It is this conflict of emotions 
that causes her indecision and flight. Afterwards she feels the 
instinct to confess everything to Appiani, and yet she listens but 
too readily to her mother's advice not to disclose this episode in 
the church to him. She respects the superior judgment of her 
mother, and is almost glad to follow it here, because Claudia^s 
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explanation of the prince's conduct tends in a degree to quiet 
her conscience. 

What happens later on in the drama shows again what re- 
straint she feels in the presence of the prince ; how his voice, 
his manner, his passionate pleadings overpower her moral will, 
and render her helpless before him. 

After the attack of the bandits, when she hears that she is 
in the villa of the prince, she is fiUed with terror. The prince 
then appears alone, and after assuring her that her mother and 
Appiani are safe, offers her his arm tp lead her to them. But 
Emilia does not believe him ; if nothing has happened to them, 
why are they not here ? The prince urges her again to go with 
him and dispel all her doubts, but his words disturb her more 
than ever, and in her helplessness she cries out : ** What shall 
I do ? " When the prince asks her whether she suspects him, 
she rings her hands, and kneeling before him begs : ** At your 
feet, my lord." The prince Interrupts her, admits that her 
silent reproach is deserved, that he should not have confessed 
his love to her and disturbed her, but in this very confession of 
his wrong, he really expresses again his love in intense eloquent 
language. He then leads her away, though with considerable 
hesitation on her part. Why again this weakness and inded- 
sion ? Why does she kneel before him and implore him ? She 
now knows the prince, knows of his feelings for her, and yet is 
just as unable to answer him as he deserves, as she was in 
church. She is utterly powerless, begs him to spare her, and 
not to take advantage of her confiisfon. A little later on she 
somewhat regains her self-possession, for we learn from her 
mother that she speaks to him in a tone which keeps him at a 
distance. 

Finally she meets her father . She forces herseif to appear calm . 
The terrible misfortunes of the day have made out of the in- 
experienced girl a woman fully conscious of her own character. 
Through the various indications of her mother, the plot of Ma- 
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rinelli and the prince against her honor dawns upon her. Hastily 
she reviews her own past conduct, she feels that ** her senses too 
are senses," that the prince's personal! ty weakens her moral will, 
that to save her purer seif, she must flee from Guastalla. She 
despises his chiaiacter, but still fears to be left alone with him. 
** Alone in his hands? Never, father, or eise you are not my 
fether." When, however, she hears that under a plausible pre- 
text she must remain in Guastalla, her forced calmness leaves 
her and in her fear and despair she resolves to die. When her 
£ither teils her of his former Intention of killing the prince, she 
quickly dismisses that thought. ♦* This life is all that the 
wicked have," she says. She is unwilling to bring additional 
misfortune upon her parents by approving of her father's des- 
perate thought. She alone wishes to die, for she feels that heavy 
guilt is upon her, that her silence was perhaps the indirect cause 
of the death of Appiani, that through her weakness in the pres- 
cnce of the prince her good name and that of her parents are 
in danger. The time is short ; the danger is pressing ; in her 
excitement she exaggerates everything. Do we then wonder 
that she uses every means in her power to incite her father to 
kill her? 

Some critics have maintained that her severe Catholic training 
drives her to despair and death. According to them the Church 
teaches to avoid the world and the easy seductiveness of the 
senses. This teaching, they say, occurs to her in the last mo- 
ment, and rather than expose herseif to such danger, she prefers 
to die. But if Lessing had intended to make this teaching of 
Catholicism so important an element in his drama, he certainly 
would have indicated it clearly and strongly from the very be- 
ginning. That she goes to mass on the moming of her mar- 
riage, and toward the end speaks of saintly women who willingly 
died to save their honor, by no means forces us to accept the 
above-mentioned Standpoint. 

Emilia is certainly no ideal heroine, but is thoroughly human. 
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Her tragic conflict consists in her inability to do that which her 
honor and duty prompt her to do. She cannot resist the prince, 
and in a passionate moment when she fears that she might yield 
to her weakness, she wills to die. She admits this weakness 
to her fether, and to interpret her own words differently leads 
US to forced conclusions and tends to make her a perfect woman, 
which Lessing by no means intended her to be. 

Odoardo. — The death of Emilia at the hands of her £ather 
has given rise to much adverse criticism upon the drama. It 
has often been asserted that the horrible deed of the father is 
entirely unnecessary, that vice carries ofF the victory over 
virtue, and that the drama has therefore a depressing effect. 
If this criticism be true, then Lessing fsdled completely in carry- 
ing out one of the very dramatic principles which his tragedy 
was intended to embody. For in his Dramaturgy he often 
emphasizes the principle that the action of the drama must be 
clear, that mere chance must ever3rwhere be excluded, that the 
catastrophe of the drama must appear to be so necessary that 
under the given conditions we could not conceive its happemng 
otherwise. This was the most diflScult problem of the drama. 
Lessing knew that the circumstances of the action had to be so 
arranged, and the character of Odoardo so developed that his 
fetal deed should appear inevitable, that instead of arousing our 
horror, it should fiU us with the deepest sympathy for the fate 
of the unhappy father. Let us see whether he was successful. 

By fine touches scattered throughout the drama, Odoardo's 
whole past life Stands clearly before us. It is not by mere 
Chance that Lessing makes him a soldier, a colonel, for a violent 
action of any kind appears more natural in a soldier than in a 
man of a more peaceful occupation. His rough virtue, his 
high Stern notions of honor, and his manly pride are also par- 
ticularly becoming a soldier. But this soldier is a disappointed 
man. He soon finds that the prince whom he serves is an 
unworthy one, and he learns to despise the court where ser- 
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vility, flattery and licentiousness prevail. From a sense of 
justice he opposes the prince's claim to Sabionetta, and hence 
is compelled to withdraw from the service of the State. He 
determines to live henceforth an independent life, and therefore 
moves with his wife and child to his country estate near Sabio- 
netta. After several years, when Emilia has grown up to 
womanhood, his wife urges him to move again for a short time 
to Guastalla for the sake of their daughter's education. In his 
heart he suspects that it is the pleasure of sodety and the 
proximity of the court rather than more serious aims, that make 
his wife so anxious to live in the capital. He finally yields to 
her, but inflexible in his resolution, he continues to live upon his 
country estate and visits only occasionally his family in the city. 
He is glad of Emilia's engagement to Appiani, because the 
count's ideals of a retired independent life resemble his own. 

A life of such resignation and solitude is very dangerous for a 
man like Odoardo. An Idealist by nature, very decided in his 
views, impatient when his paths are crossed, he loses in his 
retirement from the world that insight into men and things 
which is so essen tial in critical moments of danger. Disap- 
pointed with the world, he cherishes his severe ideals of life 
more tenaciously than ever, his suspicion and distrust of society 
increase, and his brooding Imagination develops at the expense 
of his will. His lack of association with men has heightened 
his natural irascibility. He is apt to fall into a violent anger 
whenever anything happens which does not conform to his 
severe principles of life, and he is then in danger of losing his 
self-control and of saying or doing things which he is likely to 
repent in a calmer moment. His solitary life has made him at 
the same time introspective, so that he is fiilly aware of his 
failings and strives in vain to correct them. An active life and 
dose contact with men might have curbed his impatience and 
tiis easily exci table nature, and might have developed in him a 
calmer and sounder judgment. 
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Such is Lessing^s Odoardo — an entirely difierent creation 
from Livy's Virginius — a man whose high virtues we must 
respect, but for whose weaknesses we tremble at his very first 
appearance upon the scene. When on the moming of the 
marriage-day he comes to Guastalla and hears that Emilia has 
gone to church without an attendant, he is beside himself with 
impatience, and when Claudia teils him that the prince met 
Emilia at the house of Grimaldi, he says : ♦« This is precisely 
the spot where I should be open to the most deadly wound. 
A libertine who admires, wishes to possess " (page 27, line 27). 
In fear of losing his self-control, he departs suddenly. 

The deed is done. The marriage party has been attacked by 
Fobbers ; Odoardo has been informed of the event and hastens 
to the scene of action. Orsina, the abandoned mistress, is at 
the villa, eager to avenge her wrongs by killing the prince. 
Gradually she unfolds to him the whole plot in all its horror 
and ugliness : that the count is dead, that his daughter is worse 
than dead, for she is about to become the mistress of the prince. 
Beside himself with wrath, he eagerly accepts the dagger 
which Orsina offers him. When his wife appears, it is only 
with difficulty that he can restrain himself from venting his 
wrath upon her, who is, in a way, the indirect cause of all this 
misfortune. Finally he is alone. He tries to regain his com- 
posure before meeting the prince. It is now that his indecision 
begins to assert itself. He wavers in his first resolve to kill the 
prince. Brooding, it occurs to him that an Orsina, a jealous 
infiiriated mistress, roused him to this desperate thought. If 
he kills the prince he would therefore avenge vice, while his 
object is to rescue virtue. This reflection destroys his former 
resolve, and he is now satisfied with surrendering his revenge to 
Heaven. His only aim now is to save his daughter. 

Marinelli appears and informs him in the course of the 
dialogue that Emilia is to be separated from him and to remain 
in Guastalla. The passionate nature of Odoardo is once more 



INTRODUCnON. XXIX 

aroused and again he determines to kill the prince. When left 
alone, he becomes somewhat calmer, and upon reflection con- 
demDS himself for his rash conduct toward Marinelli, for in the 
outburst of his wrath he forgot to ask him for his grounds for 
the detention of Emilia. He fears that his anger is obscuring his 
reason, and therefore tries to regain fiill mastery over himself. 
With the determination to act above all things calmly, he goes 
to meet the prince. The prince seems at first willing to sur- 
render the daughter to the father, but when Odoardo, over- 
joyed at this, is about to triumph over Marinelli, the latter 
develops his final plot. Odoardo sees through it all, and his 
wrath rises to such a pitch that he is about to kill the prince, 
when the latter checks him by saying: ««Calm yourself, dear 
Galotti." Most critics have supposed that the kindly gentle 
manner in which the prince utters the above words allays the 
wrath of Odoardo. But it is very hard to conceive how the 
manner of the prince, however £ascinating, could make the 
enraged Odoardo waver in his purpose, especially since these 
words could not have changed his opinion as to the designs of 
the prince. There must be something in these words them- 
selves which prevents the fatal blow. We know that he re- 
solved to suppress, during his interview with the prince, any 
outburst of passion that might blind his reason. But this he is 
unable to do. Unawares, his wrath becomes intenser than 
ever, and just then the words of the prince, spoken so quietly 
and naturally, remind him that he is in one of his dangerous 
moments. The prince uses almost the very same words that 
Odoardo utters to himself whenever he is about to act rashly, and 
therefore they make such an impression upon him that he 
cannot at that moment stab the prince. Checking himself, he 
says : ** His guardian angel spoke that." He resolves again to 
act deliberately and struggles hard during the rest of the scene 
to maintain his self-control . 

The pretext on which Emilia is to be detained in Guastalla is the 
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suspicion that she might be an accomplice of the rival who caused 
rne murder of Appiani, and therefore she must be examined. 
Already Orsina, in her conversation with Odoardo, expressed a 
similar suspicion, which, although then positively rejected by 
Odoardo, seems to have left a deep Impression upon him. 
♦« They had no slight matter to arrange," she says. ** And it 
is well if it was arranged, it is very well if your daughter 
escaped here willingly. Then, you see, it was after all no 
violent abduction, but only a trifling — assassination " (page 76, 
lines 20-25). It seems that while Odoardo is lost in his brood- 
ings and groping for some rational coürse of action, the thought 
occurs to him that if Orsina's, the prince's and Marinelli's in- 
terpretation of the death of Appiani should also be shared by 
the World at large, Emilia's good name would then be ruined 
forever, and in that case it would be better for her to die rather 
than be subjected to an examination in Guastalla. Since it is 
almost certain that the thought of killing his daughter comes to 
him before his final soliloquy, his present motive for committing 
such a deed can be only the one just mentioned. Accord- 
ingly, he begs to be allowed to speak with his daughter, and by 
feigning compliance with the prince's arrangements, his wish is 
granted. 

In the soliloquy which foUows, the plan of killing Emilia in 
Order to wrest her from the prince and free her from the 
ignominy of a dishonorable suspicion is clearly hinted at. But 
his soul is now so enwrapt in gloom that he begins to distrust 
even the innocence of his own daughter. Finally he is so con- 
fiised and frightened by all these thoughts that he is almost 
ready by a mere subterfiige to quiet his conscience and leave 
Emilia to her fate. Just then she enters, and still uncertain as 
to what to do, he eagerly interprets her appearance at that very 
moment as a sign that Heaven approves of his horrible purpose. 

In the scene that foUows, it is only Emilia's resolve to die 
that finally determines Odoardo to action. If she herseif were 
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not so firm, the vacillating father would never have committed 
the deed, for he hesitates tili the very end, even after he hears 
Emilia's confession of her inability to resist the dangers that 
threaten her. It is not tili Emilia, knowing his sensitive 
nature, reproaches him for lacking in that high sense of honor 
which the Roman Virginius feit, that Odoardo, stung by her 
words and aroused to the highest passion, stabs her. 

If Odoardo had deliberately planned and executed the deed, 
it would have been horrible instead of tragic, but by portraying 
him as an irresolute man, struggling in vain to find the right 
course of action, and prone to outbursts of anger which for the 
moment are beyond his control, Lessing succeeds in arousing 
our pity for the unfortunate man, in spite of his committing an 
unnatural deed. The critics who have regarded the catastrophe 
as unnecessary or forced, have not taken sufficiently into ac- 
count this hesitating and yet quickly inflammable nature of 
Odoardo, and so have ascribed to him more strength and cool- 
ness than he really possesses. The tragedy of his life consists 
in his extreme idealism, which made him renounce all active life, 
because the world as he found it did not conform to his high 
Standards, and which renders him totally incapable of dealing 
with that very world, at a time when immediate and decisive 
action is imperative. 

This sudden rise of passion which proves so fatal to Odoardo, 
Lessing doubtless took ft-om his own life. Even as late as 1778, 
in the midst of his controversy with Göze, he compares himself 
to his father as foUows : ♦« Very well, dear old man, very well. 
I know you. You were such a good man and yet such a pas- 
sionate one. How often have you yourself complained to me, 
complained with a manly tear in your eye, that you feil so easily 
into a passion, . . . ! How often did you say to me : * Gotthold, 
I beg you, take example by me ; be on your guard ! For I 
fear, I fear — and I should like to have improved, at least in 
you.' Indeed, old man, indeed. I still feel it often enough." 
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But Lessing^s heroic life sbows a steady conquest of that weak- 
ness. Though often disappointed with the world, he never 
withdrew from it, but remained throughout bis life a leader of 
men, fighting often single-banded for tbe higbest Ideals of 
bumanity, and eventually compelling bis nation to accept tbem. 
The Prince. — Tbe peculiar role wbicb tbe prince was to 
play in tbe drama required a cbaracter quite düferent from tbat of 
tbe Roman decemvir. If tbe prince were merely a brutal tyrant 
like Appius Claudius, tbere could never bave arisen any conflict 
in tbe soul of Emilia, and sbe would bave died as an innocent 
prey to tbe lust of an arbitrary sovereign. Tbe prince bad to be 
represented not merely as an absolute ruler, but also as a man 
of a very attractive personality, in order to make Emilia's inner 
struggles probable and ber fate really tragic. Accordingly, bis 
cbaracter, as it is evolved in tbe drama, is an entirely new 
creation of Lessing. Tbat be is young and bandsome, we may 
assume from tbe general Impression wbicb be makes upon us. 
In bis education and morals be sbows tbe great weakness wbicb 
tbe absolutism of tbe I7tb Century developed. He regards bis 
oflice as conferring certain great Privileges upon bim, but not as 
imposing on bim correspondingly great duties and responsi- 
bilities. He is, bowever, not a tyrant wbo deliberately intends 
to oppress bis people, but be simply knows notbing of tbe 
serious duties wbicb a sovereign owes to bis country. Matters 
of State are tiresome to bim, especially wben tbey interfere witb 
bis personal pleasures, and at sucb times be carelessly resigns 
tbem to bis councillors, even wben questions of tbe most serious 
Import are to be settled. By temperament be is kindly, capable 
of generous sentiments, and feir-minded, as is seen in bis 
favorable cbaracterization of Odoardo and Appiani, men wbo 
are by no means bis friends. He certainly could bave de- 
veloped into a wortby, tbougb perbaps weak ruler, if be bad 
been educated to feel some bigber duty toward bimself and bis 
subjects. But as it is, we can well understand bow be becomes 
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the mere tool of an unscrupulous courtier, to whom the favor of 
the prince s the highest end in life. 

Although the moral will is entirely wanting in the prince, the 
aesthetic dement of his character is quite strong. He is de- 
cidedly a man of culture. He loves art and encourages it, and 
in his conversation with Conti shows that he has devoted some 
thought to the problems of art. Like many Italian princes of 
the Renaissance, he takes delight in being a Maecenas to artists, 
whom he rewards lavishly. In his passions he is by no means 
a gross sensualist whom mere physical beauty captivates. A 
certain amount of delicacy must even here be admitted. 
Orsina attracted him because she loved books and philosophy, 
because she seemed ta him for a time intellectually superior to 
the ordinary woman, but as soon as he found that her intellect- 
uality savored of pedantry, she repelled him. He then con- 
tracts a passion for Emilia, in part, no doubt, because her 
innocence and her unaiFected and thoroughly healthy nature are 
a decided contrast to Orsina's character. His language has the 
easy eloquence and grace of a man who has associated with 
artists and men of wit, and at times, when he is passionately 
stirred, his words have the ring of sincere affection. Such a 
man naturally impresses a girl as inexperienced as Emilia, 
especially since we know that she respects rather than loves 
Appiani. And what a contrast there is between the brilliant 
Personality of the prince and that of Appiani ! From the latter 
she probably never heard any such words of passion as the 
prince utters in church and in Dosalo, for even on his marriage- 
day Appiani approaches his bride with a stränge melancholy 
and a foreboding of evil. That the prince really loves her, we 
can hardly believe, for his character is too whimsical to admit 
of any lasting affection ; but his feelings toward her are certainly 
purer than he ever entertained toward any other woman 
(see page 6, line 5). The very fact that after meeting her at 
the house of Grimaldi, he is satisfied with a mere quiet con- 
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templation of her innocence and beauty, shows that he feels for 
her something more than a fleeting passion. This somewhat 
sentimental State of mind lasts for a time, until Marinelli in- 
forms him of the intended marriage of Emilia. This news 
rouses him to the uttermost, and it is interesting to observe 
how his quiet and pure feelings for her gradually change and 
grow into a reckless passion which threatens from the very 
beginning to become destructive, Totally devoid of any prin- 
ciple of morality and duty, and utterly unable to curb his desires, 
he readily grants to Marinelli every freedom of action in ordei 
to prevent the impending danger. Moreover, eager to do 
something for himself, he rushes to church, speaks to Emilia, is 
observed by Orsina's spies, and in so doing, betrays the plans oi 
Marinelli. His unprincipled passion is finally the cause of the 
death of the innocent girl to whom he owes the first stirrings 
of purer emotions. 

The remaining characters of the drama are so self-evident thal^ 
they hardly need any Interpretation. 

Marinelli is a court creature despised by everyone wh^ 
knows him, even by the prince, when he does not need him 
(see page i6, line 7, and page 44, line i). He is remarkaU^ 
quick and ingenious in spinning out one intrigue after another, 
and yet all his plots fall, largely because he cannot understand 
how other people can interpret things difFerently from himself. 
Accordingly, he always falls to comprehend the true motives et 
all the characters with whom he has to deal. So he thinks that . 
Claudia and Odoardo will calmly submit, as soon as they find 
out that it is the prince who finds their daughter attractive. 
He thoroughly misunderstands Appiani, and makes a fetal mis- 
take when he allows Odoardo to speak to Emilia. He is so 
Ignorant of the character of Odoardo that he believes that th(? 
latter is entirely satisfied with the reasons given for the deten« 
tion of Emilia and suspects nothing. 
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Marinelli served as a model for the intriguing courtier in the 
" Storni and Stress " dramas. Schiller^s character Wurm in 
ßaBalc unb öieöc was certainly modeled after Marinelli. 

Orsina is one of the most powerfiil creations of Lessing. She 
is to be compared with Marwood, the corresponding character 
in «♦ Miss Sara Sampson,"in order to understand what progress 
Lessing made as a dramatist ^ince 1755. She performs a double 
function in the economy of the drama. She first serves as a 
contrast to Emilia, for we must know what the environment of 
the prince was before he met Emilia, to understand the real 
nature of his new passion. In the second part of the drama she 
represents, as Richard Maria Werner puts it, the *♦ opinion of 
the World.'' To Marinelli she shows that the world will regard 
the prince as the real instigator of the murder of Appiani ; to 
Odoardo she discloses the plot, and insinuates that the people 
will probably consider his daughter an active participant in the 
crime (see page 'j^^ line 20). *« One may almost say," says 
Werner, *♦ that Orsina fiilfills in the scenes of the fourth act the 
function of the antique chorus." She was the model for Lady 
Milford in Äabalc unb ßiebe. 

Appiani is interesting to us because Lessing has endowed 
him with a sentimentality and an aversion to active life, which 
are marked traits of Rousseau's characters. Also Teilheim in 
STOinna öon S3am^lnt, and the Klosterbruder and the Derwisch 
in S'Zatl^n ber SSeife, show traces of Rousseau's Ideals. But Les- 
sing regards the longing of all these characters to pass their 
lives in some secluded corner of the earth, away from the turmoil 
of the World, as a weakness to be overcome. In Opposition 
to Rousseau's teachings, Lessing thought that the highest Ideals 
can only be realized by struggling in the World and not by fleeing 
from it. 

The minor characters like Claudia, Conti and Angelo, have 
all an individual life of their own, besides being necessary agents 
in the action of the drama. Lessing's method here is in marked 
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contrast to the French System of confidants, which he attacked 
so vigorously in his Dramaturgy. 

IV. THE CATASTROPHE. 

It has already been mentioned in connection with the charac- 
ter of Odoardo, that some critics regard the catastrophe as un- 
necessary and as wounding our sense of justice. Others regtet 
that the political element of the Roman story has been left out. 
They think that a total overthrow of the government of Guastalla 
and the destruction of the prince and his corrupt court, would 
have been some retaliation for the wrongs suffered by Emilia, 
Odoardo and Appiani. There are still others who demand at 
least the death of the prince and of Marinelli, and blame Les- 
sing for not having made Odoardo strike the blow when he was 
about to do so. 

All these proposed suggestions are interesting, and would be 
more or less helpful to a dramatist who might wish to write 
another drama on the same theme. The question to be con- 
sidered here is not whether some other drama with quite differ- 
ent characters and situations and with an entirely different 
catastrophe would have been more satisfactory. Such questions 
lead to vague and fruitless speculations which only another 
drama, that successfiilly carried out some of the above-mentioned 
suggestions, could settle. It is the duty of the critic to judge a 
work not from the Standpoint of some imaginary drama which 
might have appealed to him more strongly, but primarily from 
the point of view of the poet, from the characters and conditions 
chosen by him. What we must seek to determine is whether 
with the characters as conceived and developed by Lessing, and 
with the circumstances which he depicts, the catastrophe could 
have been different. Lessing says in his Dramaturgy : *« From 
the stage we are not to learn what such and such an individual 
has done, but what every man of a certain character would do 
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under certain given circumstances . The object of tragedy is more 
philosophical than the object of history." ' Elsewhere he says : 
«* He (the dramatic poet) will consider above all things how to 
invent a series of causes and effects according to which these 
improbable crimes could not but happen. Not satisfied with 
basing their probability upon historical authority, he will endeavor 
so to construct the characters of his personages, will endeavor 
so to necessitate, one from another, the events that place his 
characters in action, will endeavor to define the passions of 
each characterso accurately, will endeavor to lead these passions 
through such gradual Steps, that we shall everywhere see nothing 
but the most natural and common course of events. With every 
Step we See his personages take, we must acknowledge thai we 
should have taken it ourselves under the sanie circumstances 
and when stirred by the same degree of pcLssion. Hence nothing 
will repel us but the imperceptible approach to a goal from 
which our Imagination shrinks, and where we suddenly find our- 
selves filled with pity for those whom a fetal stream has carried 
so far, and füll of terror at the consciousness that a similar ' 
stream might also have carried us away to commit deeds, which 
in calm moments we should have regarded as fer removed from 

US."« 

Lessing's (Smilia ©alotti is the finest example of this rule of 
tragic necessity. All the characters act as they must under the 
given circumstances. We have seen why a man like Odoardo 
could not kill the prince at the moment when he raised his arm 
to do so. In the final scene between Odoardo and Emilia, we 
so well understand their characters and the State of mind of each 
at that time, that the catastrophe seems to be inevitable. A 
carefiil analysis of the events leading up to the catastrophe, 
shows throughout the same dramatic necessity. So, for example, 



^ Lachmann-Muncker Ed., IX, p. a6z. 
* Lachmann-Muncker Ed., IX, p. 967. 
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we know very well why the prince neglects to read the letter of 
Orsina, in which she begged him for an interview in Dosalo. 
We also understand why he cannot help nishing to church and 
speaking to Emilia, contrary to his promise to Marinelli. If he 
were a more calculating libertine, he wonld have carried out his 
ägreement with Marinelli and gone immediately to Dosalo, but 
in that case the action of our drama would have been impos- 
sible. 

Again, Orsina acts in füll conformity with her character, when 
feeling herseif abandoned by the prince, she hires spies to watch 
all his movements and thus finds out who her rival is. Then, 
thinking that the prince went to Dosalo because he read her 
note, she appears there, and being refused the desired inter- 
view, she eagerly seizes the first opportunity to avenge herseif 
upon him, discloses to Odoardo the plot, and gives him the 
dagger. 

Or, to choose another example, what is more natural for a 
woman like Claudia than to wish to live for a time near the 
court, to be presented to the prince, and to feel fiattered by his 
attentions to her daughter? If she were a somewhat wiser 
mother, the first meeting of Emilia and the prince could never 
have taken place. When Claudia finally realizes the mistake 
she has committed in introducing Emilia to the prince, she must 
urge her to say nothing to Appiani of the meeting in church. 
And yet, if Appiani had been informed of this event, the action 
of the drama would doubtless have taken quite a different 
course. 

How well motivated is the murder of Appiani ! Marinelli 
must hate a man of Appiani's independence, especially since he 
knows that the prince respects him and wishes to attach him to 
his court, and that therefore his own position as the first court 
favorite is in danger. When he is challenged by Appiani to a 
duel, we know that he will not have the courage to fight, and so 
he arranges for the murder of the count, because he can thereby 
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dispose of a rival, gratify his personal revenge, and serve the 
prince at the same time. 

From these and other examples it is clear that every character 
in the drama acts for his own interests, and yet all these in- 
dividual actions naturally work into each other, and all unite to 
produce the catastrophe. The drama is therefore by no means 
an intrigue, as Hettner calls it, but one of the best character- 
dramas in German literature. 

It has also been often urged that in our tragedy vice con- 
quers virtue, because Emilia dies, and Marinelli and the prince 
escape unpunished. According to this point of view, life ought 
to be the reward for virtue and death the punishment for sin. If 
we accept such a position, we must condemn some of the 
greatest dramas in the world's literature. For instance, Anti- 
gone and Cordelia, both characters of the highest moral worth, 
also suffer a violent death, and yet we should hardly say that 
Sophocles and Shakspeare violated poetic justice. Nor can we 
say that the death of a hero or heroine in a drama is a conse- 
quence of their so-called tragic guilt, for it would be absurd to 
Claim that the death of Cordelia was a punishment commen- 
surate with her few failings. Poetic justice cannot therefore be 
measured by the fact that the hero is dead or alive at the end 
of the drama, for that depends entirely upon the combination of 
circumstances in which he finds himself, or in other words, 
upon the action of the drama. 

What we mean by poetic justice is the conviction that the 
poet sees in the manifold and seemingly chaotic relations of man 
the rule of a higher law, the law of organic society, which is 
steadily being realized in the world. The dramatic poet shows 
US how the unrestrained Impulse of man tries to break through 
the restraints of the law of social order, and how in the conflict 
which ensues, this law must in the end prevail. 

Such a conflict we have represented in (Smilia ©alotti, for the 
struggle around which the whole drama turns, involves the 
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purity and stability of the femily. The prince armed with the 
authority af an absolute ruler and endowed with every personal 
advantage, is entirely worsted when he comes into conflict with 
a strong moral will, such as Emilia finally develops. She dies, 
but the principle for which she dies, Stands inviolate at the end 
of the drama. 

And yet, although poetic justice is not violated by Lessing, 
there is one difficulty about the catastrophe which will partly 
account for the dissatisfaction that the drama arouses in us. 
Much doubt has been expressed as to the way in which the last 
scene of the fifth act should be played. Are the prince and 
Marinelli changed by the tragic death of Emilia? Both express 
their horror at the event, but do the last words of the prince 
really indicate that his conscience has been finally aroused, that 
he at last realizes through the death of Emilia the sacredness of 
£ämily life, and that his actions as a man and a sovereign will 
henceforth show the influence of this eventful day? Or is his 
horror at the end merely momentary, and will similar deeds be 
perpetrated in Guastalla after the Impression of this terrible 
catastrophe will have feded away? Is Marinelli forever dis- 
missed from court, and will the prince seek in the fiiture better 
counsellors, who will help him in governing his people as is be- 
fitting a sovereign ? There is little or nothing in the drama that 
will help US in answering this question. Some actors have re- 
presented Marinelli as a completely broken man, because he is 
forever dismissed from court, and others again as merely feign- 
ing sorrow, and indicating to the audience by a side glance and 
an accompanying gesture, that the prince will soon need him 
and call him back again. This doubt as to the real State of 
mind of the prince is oppressive. The events of a great drama 
should bring clearly to view the füll content of the characters of 
the actors, and if this is not done, the end must be unsatis- 
factory. 

It seems that Lessing really intended the slumbering moral 
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sense of the prince to be aroused by the catastrophe. Therefore 
he did not make him thoroughly depraved, but merely mis- 
guided by a villainous courtier. A man who can genuinely re- 
spect an Odoardo, who can appreciate the worth and the ideals 
of an Appiani, who, for a time at least, can lose himself in the 
pure admiration of an innocent girl, is not incapable of moral 
regeneration. But all this Lessing leaves in doubt through his 
laconic ending. He himself often emphasizes in the Dramaturgy 
the necessity of a perfectly clear well-defined action, which 
should never leave the spectator in doubt. This principle is 
not sufficiently carried out in our drama. Somehow we feel that 
the work as it Stands, is still incomplete ; we long for a fiiller ex- 
planation and are disappointed. 

Note to page xviii. — Gustav Roethe has pointed out that some 
traits in the characters of Qaudia, Odoardo, Emilia and Orsina were 
suggested to Lessing by the corresponding characters in Crisp's dramas 
and that even the language of (gmltla Oatottl shows here and tbere 
distinct traces of Crisp's influence. So Lessing's famous sentence 
toward the end of the drama: „Sine fRofc gebrochen, C^C ber ©tumi 
fic cntbtättcrt/' is doubtless merely a delicate improvement upon a 
shnilar sentence in Crisp's tragedy : " Sweet hapless flower, untimely 
cropt by the feil planter's hand." Several other such parallel passage, 
in the two dramas Roethe has discovered. (See SBlcrtclja^rJc^rift für 
glttcraturgefc^ici^te, 1889, 520-529.) 
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$Ia$ mad^n ta)ill: — toäfycliä), xäf %lavibt, id^ Yo&x^ t^ gu« 
fricben. 2lfe id^ bort liebte, toar x^ immer fo leidet, fo 
fröl^lid^, fo audgelaffen. — 9hin bin id^ t)on aQem ba^ ®e< 
^enteil. — S)od^ «ein; nein, nein! SeJ^äglid^er ober nid^t 
sbel^äglid^er; id^ bin fo beffer. 



Vierter 2tuftrttt. 

Set $rin). Sonti, mit ben (S5emftlben, toot)on er hai eine bertoanM 
gegen einen @tu^l lehnet. 

Gottti (inbem er ba« qnbere sure^ieOeiX ^d^ bitte, $ring, ba^ 

©ie bie ©d^ranlen unferer Äunft ertoägen toollen. SSiele« 
t^on bem 9(n)üg[id^ften ber @d^5nl^eit liegt gan} au^er ben 
Orenjen berfelben. — Jlreten ©ie fo ! — 

10 ^er $ritl$ (na<!^ einer fursen Betrachtung). SSortrefflid^, Sontl ; 

— ganj öortrefflid^ ! — SDa8 gilt gl^rer Runft, Syrern pnfeL 

— Slber gef d^meid^elt, 6onti ; ganj unenblid^ gef d^meid^elt ! 
Conti. S)a8 Driflinal fd^ien biefer SReinung nid^t ju fein. 

9(ud^ ift ed in ber %lfai nid^t mel^r gefd^meid^elt, ald bie 
15 Jlunft fd^meid^eln mu^. 3)ie Äunft ma^ malen, toie fid^ bie 

j)Iaftif d^e 5Batur — toenn e« eine giebt — ba« Silb badete : 

ol^ne ben Slbfatt, toeld^en ber Voiberftrebenbe ©toff unöer» 

meiblid^ mad^t; ol^ne bad SBerberb, mit toeld^m bie 3^ 

bagegen an{äm))fet. 
90 ^er^ri«). 3)er benlenbe Aünftler ift nod^ eind fo toiel 

toert. — Slber ba8 Original, f agen ©ie, f anb bemungeac^tet — 
Gottti. 93er}eil^en ©ie, $rin}. 2)ad Original ift eine $er« 

fon, bie meine @^rerbietung fobert. ^^ l^abe nid^td 9lad^« 

teiliged Don il^r äußern toollen. 
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^e? *flit|, ©0 üiel, afe 3^en BclieBt ! — Unb toag jagte 
bad Driginal? 

Conti. 3d^ bin jufrieben, jagte bie ©röfin, toenn id^ 
m^i ^ä^Iid^er ani^t^t. 

5)er*rttij. 9fid^t J^S^Iid^er? — D ba« toaste Driainal! 5 

Gimtt Unb mit einer ÜJliene jagte jte ba«, — öon ber 
freilid^ biejed il^t S3(Ib leine Bpux, leinen SSerbad^t jeiget. . 

^er^ri«}* 2)ad meint' id^ ja; bad ijt ed eben^ tooün 
idf bie unenblid^e ©d^meid^elei finbe. — 1 id^ lenne fte, 
jene jtolje l^öl^nijd^e ÜJliene, bie aud^ bag ©ejid^t einer ©rajie 10 
entjtellen toürbe ! — ^if leugne nid^t, ba| ein jd^öner SWunb, 
ber ji(^ ein toenig jj)öttijd^ üerjiel^et, nid^t jelten um jo öiel 
fdjföner ijt. aber tool^l gemerlt, ein toenig: bie aSerjiel^ung 
nrn^ nid^t bis jur ©rimaffe gelten, ft^ie Bei biejer ©röjin. 
Unb älugen muffen über ben ta)oIIüjtigen @))5tter bie älufftd^t 15 
fül^ren, — Slugen, toie fte bie gute ©räfin nun gerabe gar 
nid[!t l^at. 3ludSf nid^t einmal l^ier im ^ilbe l^at. 

Conti, ©näbiger ^err, id^ bin äu^erjt betroffen — 

^r$Hn$* Unb Vorüber? Sllied, toad bie Jtunjt aud 
ben großen, l^ert^orragenben, jtieren, jtarren üßebujenaugen 90 
ber ©r&fin ®uM mad^en lann, bad l^aben @ie, Sonti, reblid^ 
barau« gemad^t* — Meblid^, jag' id^ ? — 3lid^t jo reblid^, toäre 
reblid^er* ®enn jagen ©ie jelbjt, ßonti, lä^t fid^ axx^ biejem 
Silbe loo^l ber (Sf^axalUx ber $erjon jd^Iie^en? Unb bad joHte 
bod^. ©tol^ l^aben ©ie in SBürbe, ipol^^n in Säd^eln, 9(nja$ )u 915 
trübftmtiger ©d^tvärmerei in janfte ©d^loermut Dertoanbelt. 

Goiti (etwa» Ärgeri^). W), mein $rinj, — toir ÜJlaler 
ted^nen barauf, ba^ bad fertige S3ilb ben Siebl^aber nod^ 
ebenjo toarm finbet, ate toarm er eä bejtettte. SBir malen 
mit 3lugen ber Siebe, unb 3lugen ber Siebe müßten \m^ aud^ 30 
nur beurteilen« 
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^er Britta* 3^ ^""z ßonti; — toarum famen ©ie ntd^t 
einen ÜRonat früher bamit? — ©e^en ©ie toeg. — SQSag 
ift ba« anbete ©tütf? 

(Sotitt (inbem er eB l^olt unb nod^ oecfe^rt in ber ^anb ^äU). ä(udb eilt 

5 toeiblid^e« ^Porträt. 

5)er?priita» ©o möc^t' id^ e« balb — Reber gar nid^t 

feigen. ®enn bem ^htal l^ier (mit bem f^inaer ouf bie eame) — 

ober öielme^r l^ier (mit bem fjinger auf bo8 ^eri), fömmt e« bod^ 

nid^t bei. — 3^ toünfc^te, Sonti, gi^re Äunft in anbem 

lo gSortoürfen ju beVounbem. 

Soitti. @ine beh)unbemgn)ürbigere Jtunft giebt eS, aber 

ftd^erlid^ leinen betounbemötoürbigem ©egenftanb aU biefen» 

2)er^ritia. ©o Voett* id^, Sontt, ba^ e« be§ Äünftler« 

eigene ©ebieterin ift. — (Snbem ber arealer bas «llb umwenbet.) 3Ba$ 

isfel^* id&? 3^r SBerl, Sonti? Ober ba« 2BerI meiner «ßj^an* 
tafte? — emilia ©alotti! 
eotttt. SQäie, mein 5ßrinj? ©ie lennen biefen Sngel? 

^er $ritt$ (inbem er fi(^ ju faffen fuc^t, aber o^ne ein Sluge von bem Silbe 

itt ocrwenben). ©0 l^alb ! — um fie eben toieber ju lennen. 

20 — gg ift einige SBod^en l^er, al8 id^ fte mit i^rer SWutter in 
einer aSegg^ia traf. — Slad^^er ift fte mir nur an l^eiligen 
©tätten Voieber öorgelommen, — too baS Singaffen ftd^ toeniger 
jiemet. — 2lud^ lenn* id^ i^ren aSater. ®r ift mein fjreunb 
nid^t. ßr Voar eS, ber fid^ meinen 2lnf J)rüd^en auf ©abionetta 

9s am meiften Voiberfe^te. — ®in alter 95egen, ftolj unb raul^, 
fonft bieber unb gut! — 
ßotiti. 3)er aSater ! Slber ^ier l^aben Voir feine S^od^ter. — 
a)cr Britta. Sei ®ott! toie a\x^ bem ©J)iegel geftol^Ien! 

(9{o(^ immer bie 9(ugen auf baS Silb geheftet.) D^ ©ie h)if[en e$ ja 

aotoo^I, ßonti, ba^ man ben Äünftler bann erft red^t lobt, 
toenn man über fein SBerl fein 2ob »ergibt. 
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eottti. ©leic^tool^I l^at mid^ bicfeö nod^ fe^r unjufricbcn 
tttit mir ö^I^ffen. — Unb io6) bin x6) toiebcrum fcl^r jufriebcn 
tttit meiner Unjufrieben^eit mit mir felbft. — §a ! bafe Voir nid^t 
unmittelbar mit ben Slugen malen ! Sluf bem langen SBege, 
au^ bem Sluge burd^ ben 2lrm in ben 5ßinfel, ttjie biel gel^t 5 
ba berloren! — Slber, toie id^ fage, ba^ id^ e« toei^, Voa« 
l^ier berloren gegangen, unb toie e§ verloren gegangen, unb 
toarum eS öerloren gelten muffen: barauf bin id^ ebenfo ftolj 
unb ftoljer, aU \d) auf alle« ba§ bin, Voag id^ nid^t verloren 
gelten laffen. 35enn au8 jenem erlenne id^, mel^r afe au« 10 
biefem, ba^ id^ toirllid^ ein großer 3KaIer bin, ba^ e« aber 
meine §anb nur nid^t immer ift. — Dber meinen ©ie, ^ßrinj, 
ba^ diapf)atl nic^t ba« größte malerifd^e ®enie getoefen Voäre, 
totnn er unglüdlid^ertoeife o^ne §änbe lüäre geboren toorben ? 
SKeinen ©ie, 5ßrinj ? 15 

^er $rin$ (inbcm er nur eben öon bem »übe wegblitft)! SBa« f ageu ©ie, 

ßonti? 2Bag tooflen ©ie lüiffen? 

(Joitti» D nid^t«, nid^t« ! — ^piauberei ! 3^re ©eele, merf * 
id^, toar ganj in ^^xtn Slugen. 3^ R^^^ fold^e ©eelen unb 
fold^e Slugen. 20 

®cr ^ritia (mit einer ersmunflenen Äälte). 2llf 0, ßonti, red^ueu ©ie 

bod^ Voirflid^ ©milia ©alotti mit ju ben borjüglid^ften ©d^ön« 
l^eiten unferer ©tabt? 

dontx. Sllfo? mit? mit ju ben öorjüglid^ften ? unb ben 
öorjüglid^ften unferer ©tabt ? — ©ie flotten meiner, 5ßrinj. 25 
Dber ©ie fallen bie ganje S^xi ebenfoVoenig, al« ©ie ^örten. 

^er ^rinj» Sieber Sonti, — (bie aiugen ©ieber ouf bog »ilb 

gerichtet) toie barf unfereiner feinen Stugen trauen? ßigent« 
lid^ lüei^ bod^ nur allein ein SKater bon ber ©d^önl^eit ju 
urteilen. 30 

dontl Unb eine« jeben em^)finbung follte erft auf ben 
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2lu«fj)rud^ eines 3RaIet8 toarten? — 3«8 ftlofter mit betn, 
ber ed Don und lernen toiS^ toad fd^ön ijl ! 3l6er ba§ mu^ 
id^ ^f)ntn bod^ aU ÜJlaler fagen, mein 5ßrinj: eine t)on ben 
größten (Slüdfeligleiten meine« SebenS ift e«, ba^ ©milia 

5 ®aIotti mir gefeffen. 3)iefer JloJ)f, biefe« 2lntli|, biefe 
©tim, biefe Slugen, biefe 9lafe, biefer 3Runb, biefeS Äinn, 
biefer §ate, biefe Sruft, biefer SBud^S, biefer ganje 35au 
ftnb t)on ber geit an mein einzige« ©tubium ber toeiBIid^en 
©d^önl^eit. — S)ie ©d^Iberet felbft, tooöor fxe g^f^ff^"/ ^^^ 

lo il^r abtoefenber SSater befommen. 2lBer biefe Äo^ie — 

2)cr ^ritlj (ber fl(^ fc^nea flCflen t^n lehret). Slun, Sonti ? ift bod^ 

md(>t fd^on öerfagt? 

ßimti Sft föt ©ie, 5Prinj, toenn ©ie ®efd^madf baran 
finben. 

X5 2)er ^rtita. ®efd^mad ! — (lä^einb) 3)iefe§ 3l^r ©tubium 
ber toeiblid^en ©d^ön^eit, ßonti, toie lönnt' id^ beffer tl^un, 
ate eg aud^ ju bem meinigen ju mad^en ? — ®ort, jene« 5ßor» 
trat nehmen ©ie nur Voieber mit, — einen Slal^men barum 
ju befteKen. 

20 Sontt« 2Bol^I ! 

2)cr¥ritta. ©0 fd^ön, fo reid^, aU xf)n ber ©d^ni^er nur 
mad^en lann. @« fott .in ber ©atterie aufgeftellet toerben» 
— Slber biefe« bleibt l^ier. 3Kit einem ©tubio mad^t man 
fo t)iel Umftänbe nid^t ; aud^ lä^t man ba§ nid^t aufl^ängen, 

25 fonbem l^at eä gern bei ber §anb. — 3^ i^^nfe S'^"^»^/ 
ßonti ; id^ banle ginnen red^t f el^r. — Unb toie gefagt : in 
meinem (Sebiete fott bie ftunft nid^t nad^ Srot gelten, — bi« 
id^ felbft leine« l^abe. — ©d^idE.en ©ie, ßonti, ju meinem 
©c^a^meifter imb laffen ©ie auf ^f}xt Quittung für beibe 

30 Porträte ftd^ bejal^Ien, — toa« ©ie tootten. ©oöiel ©ic 
tootten, ßonti. 
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(£0ittt. @oQte td^ bod^ nun halb fütd^en^ ^tinj^ ba^ Sie 
fo nod^ etlDa^ anbete Belol^nen tooütn al§ bie Jlunft. 

S)er Britta* D be$ eiferfüc^tigen ^nftlet§! Stielet bod^! 
— $ötcn ©ie, ßonti, fo ötel ©ic tooHen. («ontt ge^t o6.> 



;Jflnfter TXnfttxtt 

^er ¥?{»§. ©obtel er toitt ! — (Oegen bas »IIb.) S)td^ l^afc' 5 
id^ für jeben 5ßrei« nod^ ju tool^Ifcil. — 21^ ! fd^öne« SBerl 
ber Äunp, tft eg toal^r, ba^ idj bid^ befi^e? — SBer bid^ aud^ 
befä^e, fd^ihircd 3Jleifterfttidt ber 3tatwc\ — SBaS ©ie bafür 
tootten, el^rlid^e 5!Jlutter! SSa« bu )a>iU% alter 3Jlurrfo|)f! 
gobre nur! Robert nur! — 2lm Hebften lauft' id^ bid^, 10 
3auberin, \>on bir felbft! — 2)tefe8 Sluge bott giebreij unb 
Sefd^eiben^eit! ®iefer 3Runb! unb toenn er fid^ ivm Sie« 
bcn öffnet! toenn er läd^elt! SDiefer 3Jlunb! — 3d^ ^öre 
hmmm. — SRod^ bin id^ mit bir ju neibifd^. Onbcm er bas »ub 
geflen bie ©anb brc^et.) @3 jüirb SKarinelK fein. $ätt' id^ il^n 15 
bod^ nid^t rufen laf[en! 3Bad für einen SRorgen Idnnt' id^ 
l^aben! 



Sed^fter 2tuftritt, 

aHarinelli. ®er Britta. 

fEfttttintUU ©näbiger $err, ©ie toerben berjeil^en. — 3^ 
hHir mir eine« fo frühen Sefel^Ig nid^t getoärtig 

^er$rin$* gd^ belam Suft, auSjuf a^en. a)er aJtorgenao 
toar fo fd^ön. — Slber nun ifk er ja tool^I berftrid^en, unb bie 
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Suft tft mit betgangen. — (»a* einem «ursen ©tiaf(^iDei9en.) SBaS 

l^aben toir 3fleue3, älarinettt? 

3Rartttetti. 5Rid^t« bon Selang, baS id^ toü^te. — ®ie 
©räfin Dtftna tft geftem jur ©tabt gefommen. 
5 ^er ¥riit$* §ier liegt aud^ fd^on il^r guter SWorgen, (auf ii^ren 
»rief jeigenb) obet toag e3 f oitft feiu mag! 3^ '^i'^ Ö^^f ^i^* 
neugierig barauf. — ©ie l^aben fie gef^jrod^en? 

SRorineHi. Sßxn xä) leiber nid^t i^r Sertrauter ? — 3l6er 
toenn id^ e« toieber bon einer 3)ame toerbe, ber eg einfömmt, 
lo ©ie in gutem ©rnfte ju lieben, 5ßrinj, fo 

2)et*rina. giid^t« berfd^tooren, aJlarineHi! 

a«orineia. 3a? 3n ber Jl^at, 5ßrinj? Äönnt' e« bod^ 
fommen? — D! fo mag bie ©räfin aud^ fo unred^t nid^t l^aben* 

^er ^rittj. Sltterbingg, fel^r unred^t ! — SWeine nal^e 35era 
15 mäl^Iung mit ber 5ßrinjefftn bon aJlaffa h)ill burd^aug, ba^ id^ 
alle bergleid^en $&nbel fürS erfte abbred^e. 

ai^arineni SQienn ed nur bad loäre, fo mü^te freilid^ Drfina 
fid^ in il^r ©d^idffal ebenfotool^I ju finben toif[en ate ber 5ßring 
in feine«. 
90 ^er ^nna. ^a« unftreitig l^ärter ift aU il^re«. allein $er} 
h)irb ba« D^)fer eine« elenben ©taatgintereffe. 3^^^^ k^rf fie 
nur jurüdhiel^men, aber nid^t toiber SBiUen berfd^enfen. 

matxntUl S^xüim^mttil SBarum jurüdhtel^men? fragt 
bie ©räfin: toenn e8 toeiter nid^t« afe eine ®emal^Iin ift, bie 
«sbem $rinjen nid^t bie Siebe, fonbem bie 5ßoIitif jufül^ret? 
Sieben fo einer ©emal^Iin fielet bie ©eliebte nod^ immer il^ren 
$Ia^. 9lid^t fo einer ®emal^Iin fürd^tet fie aufgeo})fert ju 
fein, fonbem 

2)er Britta. Siner neuen ®eliebten. — 3lun benn? SBBottten 
30 ©ie mir baraug ein Serbred^en mad^en, aJlarineHi? 

SRarineni« 3^? — D! Vermengen ©ie mid^ ja nid^t. 
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mein 5ßrinj, mit ber Siärtin, beten SBBort id^ füllte, — auS 
SKitleib füllte. 3)enn geftern, toal^rlid^, l^at fie mid^ fonber« 
bat getül^tet. ©ie tooHte bon il^tet Slngelegenl^eit mit 3^"^^^ 
gat nid^t f^ted^en. ®ie iDoIIte fid^ ganj gelaffen unb lalt 
fteHen, Slbet mitten in bem gleid^gültigften ®ef^)täd^e ent« 5 
ful^t il^t eine SBenbung, eine SJejiel^ung übet bie anbete, bie 
il^t gefoltetteg §etj bettiet, 3Jlit bem luftigften SBBefen fagte 
jte bie meland^olifd^ften ©inge, unb h)iebetum bie läd^et« 
lid^ften 5ßoffen mit bet aUetttautigften aJliene. ©ie l^at ju 
ben S3ü(^etn il^te 3wPud^t genommen, unb id^ fütd^te, bie 10 
toetben il^t ben 9teft geben. 

^er Britta* ©0 toie fie il^tem atmen 38etftanbe aud^ ben 
etften ©to^ gegeben. — Slbet toa« mid^ botnel^mlid^ mit 
t)on il^t entfernt l^at, bad iDoUen ©ie bod^ nid^t btaud^en, 
9Ratinetti, mid^ toiebet ju il^t jutüdf jubtingen ? — SBenn fie 15 
aus Siebe nättifd^ toitb, fo toäte fie eS ftül^et obet \päUx aud^ 
ol^ne Siebe getootben — Unb nun genug bon il^t. — 38on zttoai 
anbetm ! — ©el^t benn gat nid^ts bot in bet ©tabt ? — 

WtQxmtUi, ©0 gut toie gat nid^ts. — 3)enn ba^ bie 
SSetbinbung beS ®tafen 3l^)})iani l^eute bottjogen h)itb, — ift 20 
nid^t biel mel^t aU gat nid^tS. 

^er ^rlttj. 3)eg ©tafen 2l^)^)iani? unb mit toem benn? 
— 3^ ^^^ i^ w^^ l^öten, ba^ et betf^)tod^en ift. 

fffttttintUi, 3)ie ©ad^e ift fel^t gel^eim gel^alten h)otben. 
Slud^ toat nid^t biel Slufl^ebenS babon ju mad^en. — ©ie 25 
toetben lad^en, 5ßtinj. — Slbet f gel^t eS ben ßm^jfinbfamen ! 
®ie Siebe f^jielet il^nen immet bie fd^Iimmften ©tteid^e. ©in 
5Käbd^en o^ne SSetmögen unb ol^ne 9tang l^at il^n in il^te 
©d^Iinge ju jiel^en getou^t, — mit ein toenig Satbe, abet 
mit bielem ^JStunle bon SCugenb unb ©efül^I unb SDäi^, — 30 
unb toad loei^ id^? 
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^et ^ttiia» ®er ftd^ ben ©nbrtiden, bie ttnfci^ttlb vaA 
@(i^5nl^eit auf i^n tnad^en^ ol^ne iioeitere Stüdfid^t fo gan) 
ftberlaffen barf, — id^ badete, bet toärc el^er ju beneibcn, 
aU JU belad^cn. — Unb tote l^ei^t benn bie ©lüdflic^e? — 
5 3)enn bei attebem ift ä})^)iatti — id^ toei^ tool^l, ba^ ©ie, 
SDlarinetti, i^n nid^t leiben fönnen, ebenfotoenig afö er ©ie 

— bei aBebem ift er bod^ ein fel^r totirbiger junger 3Kann, 
ein fd^öner 3Rann, ein reid^er aJlann, ein SKann öoHer @l^re. 
gd^ f)äiU fel^r getoünfd^t, i^n mir berbinben ju lönnen* gc^ 

lo toerbe nod^ barauf beulen. 

aWorinetti. Sßenn e« nid^t gu \pät ift. — 3)enn foöiel ic^ 
^öre, ift fein ?ßlan gar nid^t, bei ^ofe fein ®Iüdt ju mad^en. 

— ©r toitt ntit feiner ©ebieterin nad^ feinen 3:]^älem Don 
pemont, — ©emfen gu jagen auf ben 2ll})en unb STOurmeU 

istiere abjurid^ten. — 2Ba« fann er S3effere« tl^un? $ier ift 
e« bur^ ba« SDli^bünbniö, toeld^e« er trifft, mit il^m bodj^ 
aus. 3)er 3^^^! ^^ ^^^^^ ißäufer ift il^m bon nun an Der« 

f(^Ioifen 

^er ^rtttj. 3Jlit euem erften §äufem ! — in toeld^en bad 
« ßeremoniett, ber S^^H^ We Sangetoeile unb nid^t feiten bie 
©ürftigfeit l^errf d^et. — aber fo nennen ©ie mir fte bod^, 
ber er biefe« fo gro^e Dj)fer bringt. 
SRarineHi. @d ift eine geloiffe Smilia ©alotti. 
2)er Britta» ®ie, anarinetti? ©ine getoiffe — 
35 a^arineOi. @milia ®aIotti. 

2)er ^rittj. (gmilia ©alotti ? — Slimmermel^r ! 
aWoriiiettl. S^berläfftg, gnabiger §err. 
^er ¥ri»§. SRein, fag' id^; ba« ift nid^t, ba8 lann nid^t 
fein. — ©ie irren ftd^ in bem Siamen. — a)a3 ®efd^Ied^ 
3a ber ®aIotti ift gro^. — @ine ®aIotti lann eS fein; aber 
nid^t ©milia ®alotti; nid^t ©milia! 
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Wntnetil ßmilia — ßmilia ®aIotti! 

^cr ^ritiii* ©0 giebt e§ nod^ eine, bie beibe 5Ramen fül^rt. 

— ©te faßten ol^nebem, eine ßetoijfe ßmilia ©alotti — eine 
fletoiffe. Son ber redeten lönnte nur ein 9iart fo fj)teci^en. — 

VluxintUl ®ie jtnb au^er m, gnäbiger §ert. — kennen s 
©ie benn biefe (Snrilia! 
^ct ^rinj. gd^ l^abe ju fragen, SRarinetti, nid^t Sr. — 

— ©milia ©alotti? ®ie Xod^ter be« Dberften ©alotti, bei 
©abionetta? 

ai^imiteai« @ben bie. xo 

5)er $riit§. ®ie ^ier in ©uaftaKa mit il^rer SWutter 
tool^net ? 

aRnnneKi. @ben bie. 

*X>tv ^rinj. Unfern ber Äird^e Slfferl^eiligen? 

jRitTtitetti. @ben bie. is 

5)er $ritt^. 9Jlit einem SBorte — (««bem er na^ bew ?ortt«te 
finrlngt unb eS bem SRorinem in Mc ^anb fllcbt) 2)a ! — 3!)iefe ? S)iefe 

®miUa ©alotti ? — ®pxiä) bein berbammte« w@ben bie'' nod^ 

einmal unb fto^ mir ben ®oId^ in« §erj! 
av^nriitelli. @ben bie! w 

2)cr ^frlitj» genier! — S)iefe? — ®iefe ©milia ®aIotti 

toirb l^eute 

WlutintUu ®rafin 3lj)})iani ! — «^ter wift ber ^rinj bem gRarU 
neSi ba« »IIb toieber au» ber ^anb unb wirft eft beifeite.) 2)ie XraUUUg 

gefd^iel^et in ber ©titte auf bem Sanbgute be« SSoter« bei 25 
©abionetta. ®egen 5Dlittag fal^ren 9Jlutter unb 2^od^ter, ber 
®raf unb bieHeic^t ein J)aar greunbe bal^in ab. 

^er ^rin^ (ber fld^ 00a Idersmefflung in einen 6tu^( wirft). ©0 bin 

xd) öerloren ! — ©0 toiH id^ nid^t leben ! 
9RariiieHi. Slber h>ag ift ^l}nm, gndbiger §err? 91 

^et ^X\ni (ber geaen i^n wieber auffprinot). Verräter ! — tOtt« 
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mit ift ? — 5Run ja, id^ liebe fie, id^ bete fie an. SDlögt 
il^r eg bod^ toiffen ! mögt il^r eg bod^ längft geteuft l^aben, 
alle il^r, benen id^ ber tollen Drfxna fd^im^jflid^e ^effeln lieber 
etoig tragen foUte ! — 3lux ba^ ©ie, SRarineHi, ber ©ie fo oft 

5 ntid^ 3il^rer innigften greunbfd^aft öerftd^erten — o, ein ^ürft l^at 
leinen greunb ! f ann feinen ^eunb l^aben ! — ba^ ©ie, ©ie, f o 
treulog, fo l^ämif d^ mir big auf bief en Slugenblidf bie ®ef al^r ber* 
^el^len btirfen, bie meiner Siebe brol^te : toenn id^ 3^^"^ jemals 
bag hergebe, — fo toerbe mir meiner ©ünben feine bergeben ! 

lo 3Ratinetti. 3^ i^ei^ faum 2ßorte ju finben, 5ßrinj, — 
toenn ©ie mid^ aud^ baju fommen liefen — ^l}mn mein 
®rftaunen ju bejeigen. — ©ie lieben ©milia ®alotti? — 
©d^tour benn gegen ©d^tour: S33enn id^ bon biefer Siebe 
bag ®eringfte getou^t, bag ©eringfte bermutet l^abe, fo möge 

15 toeber ßngel nod^ ^eiliger bon mir h)if[en ! — @Un bag 
tooHt' ic^ in bie ©eele ber Drftna fd^toören. ^\)x Serbad^t 
fd^toeift auf einer ganj anbern ^äl^rte. 

^er ^riita. ©o berjeil^en ©ie mir, aJlarineHi, — (inbem er n«^ 
i^m in bie »rme wirft) unb bebauem ©ie mid^» 

ao ai^ariiteat* 3flun ba, 5ßrinj ! ®rf ennen ©ie ba bie ^Jrud^t 
Sinter 3wtüdfl^altung ! — r,Sürften l^aben feinen greunb! 
fönnen feinen ^eunb l^aben !" — Unb bie Urfad^e, toenn 
bem fo ift? — SBeil fie feinen l^aben lootten. — $eute be« 
eieren fte un§ mit il^rem Vertrauen, teilen ung il^re gel^eim« 

25 ften SBBünfc^e mit, fd^lie^en unS i^re ganje ©eele auf, unb 
morgen pnb toir il^nen loieber fo fremb, ate l^ätten fie nie 
ein SBort mit uni getoed^felt. 

2)er ^rinj» 2ld^, 3JlarineIli, toie fonnt' id^ '^f^mn bertrauen, 
toaS id^ mir felbft faum geftel^en toollte? 

30 fnatxntUu Unb alfo tool^l nod^ toeniger ber IXrl^eberin 
Sl^rer Dual geftanben l^aben? 
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^cr ^rinj, 3^r ? — Sllle meine aJlül^e ift bergebeng fle« 
toef en, fte ein jtoeite« 5DlaI ju f^jred^en. — 

t«atinettu Unb ba8 etfte 3JlaI — 

^er ^riiia. Q)pxa6) iä) fie — D, id^ fomme bon ©innen ! 
Unb id^ foH ^\)ntn nod^ lange erjä^Ien ? — ©ie feigen mid^ 5 
einen dtaub ber Söetten : toa« fragen ©ie biel, toie id^ e« getoot« 
ben? SRetten ©ie mid^, toenn ©ie fönnen, unb fragen ©ie bann. 

manntUl Stetten? ift ba t)iel ju retten? — 2ßag ©ie 
berfäuntt l^aben, gnäbiger §err, ber (gmilia (Salotti ju be« 
lennen, ba« belennen ©ie nun ber ®räfin Sljj^jiani. SBaren, 10 
bie man an^ ber erften §anb nid^t l^aben fann, fauft man 
au^ ber jtoeiten : — unb fold^e Sßaren nid^t feiten au« ber 
jtoeiten um fo biel too^lfeiler. 

^er Britta, ßmft^aft, aJlarineHi, emftl^aft, ober — 

aRatineHi. greilid^, aud^ um fo öiel fc^led^ter 15 

^er ^tina* ©ie ioerben unberfd^ämt! 

Vlaxiattiu Unb baju toiH ber @raf bamit au« bem Sanbe. 
— 3^/ f*^ mü^te man auf etloa« anber« benfen. — 

2)er ^tinj. Unb auf toa^? — Siebfter, befter aJlarineHi, 
benfen ©ie für mid^. 2Ba^ toürben ©ie tl^un, loenn ©ie an 20 
meiner ©teile ioären? 

aiilannettt. 38or allen fingen eine Äleinigleit ate eine 
Äleinigfeit anfeilen — unb mir fagen, ba^ id^ nid^t bergebenS 
fein tooHe, toa^ id^ bin — §err ! 

^er ^rina. ©d^meid^eln ©ie mir nid^t mit einer ©eloalt, 25 
bon ber id^ l^ier feinen ®ebraud^ abfeile. — ^^U fagen ©ie? 
fd^on l^eute? 

ai^lortnetti. 6rft l^eute — foH e« gefd^el^en. Unb nur ge* 
fd^el^enen Singen ift nid^t ju raten. — m^^^ einer lurscn üßeriegunfi.) 
SBoUen ©ie mir freie §anb laffen, 5ßrinj? SBotten ©ie alle^ 30 
genel^migen, loa« id^ tl^ue? 



18 (EmtUa (SalottL 

3)er fßYiit§* Wl^, 3flaxmSix, aUi^, \oa§ biefen Stvetd^ a(^ 
toenben fann. 

t«arinettu ©o laffen ©ie un§ feine Qtit Verlieren. — 
aber bleiben ©ie nid^t in ber ©tabt. gal^ren ©ie fogleid^ 
5 nad^ 3^^^ ßwftfci^Iojfe, nad^ ©ofalo. 2)et äBeg nad^ ©a* 
bionetta gel^t ba t)otbei. SBenn e^ mir nid^t ^elingt^ ben 
©rafen augenblitfUd^ ju entfernen, fo benl' id^ — 3)od&, 
bod& ; id^ glaube, er ge^t in biefe gatte getoi^. ©ie tooHen 
ja, 5ßrinj, toegen gl^rer Sermäl^lung einen ©efanbten nad^ 
»aRaffa fd^idfen? Saffen ©ie ben ©rafen biefer ®efanbte 
fein, mit bem Sebinge, ba^ er nod^ l^eute abreifet, — 3Ser» 
ftel^en ©ie? 

^er ^rittj. SSortreffUd^ ! — Sringen ©ie il^n ju mir l^er« 
aug. (Selben ©ie, eilen ©ie, 3^ ^^f^ ^^<^ fogleid^ in 

15 ben SEBagen. (SWarincEi ge^t ob.) 



Siebenter 2tuftrttt, 

^er «Britta, ©ogleid^ ! fogleid^! — SKJo blieb eg? — 
(ßi^ nodj bem Porträte umfe^cnb.) Sluf ber ®rbe ? ba§ toar JU arg ! 
önbem er e« (üjftebt.) 2)od^ betrad^teu ? betrad^teu mag id^ bid^ 
für« erfte nid^t mel^r. — SBarum fottt' id^ mir ben 5ßfeil 

aono4> tiefer in bie SEBunbe brüdfen? (@ett e» beifette.) — ©e« 
fd&mad^tet, gefeufjet l^ab* id^ lange genug, — länger, afe id^ 
gefoHt l^ätte, aber nid^tg getl^an ! unb über bie järtlid^e Un* 
t^ätigleit bei einem §aar' alle« berloren ! — Unb toenn nun 
bod^ alle« verloren toäre? SBenn aJlarineHi nid^t« au«ri4>* 

astete? — SBBarum toill id^ mid^ aud^ auf il^n allein öerlajfen? 
@« fällt mir ein, — um biefe ©tunbe (nadj berui^rfe^enb), um 
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biefe nämlid^e @tunbe p^tgt bad fromme SRäbd^en aKe 
SRorgen bei ben 3)ominiIanem bie 3Reffe ju l^ören, — SDäte, 
toenn id^ jte ba )u \pxtd^m fud^te? — 2)oci^ ^eute, f)mV an 
il^tem ^od^jeitgtage — l^eute toerben il^r anbete ®inge am 
§erjen liegen afö bie SWefJe. — 3^e«, toer toeip — @^ 5 

ift ein @ang. — (9t tlingelt, unb tnbem er einige von ben papieren auf bem 
Zifd^e l^aflifl gufammenrafft, tritt ber Aammerbiener l^erein.) £a^t DOtf al^ten ! 

— Sft «0^ I^itt^ ^on ben 9täten ba? 
^er ^nittttierbiettcr« SamiQo älota. 

^er ^rilta. ®^ f^^U ^ereinfommen. <S)er ftammerbtener gel^tab.) 10 

9lut aufl^alten mu^ er mid^ nid^t h^oQen. ^a^mal nid^t ! — 
^df ftel^e gern feinen ^ebentlid^Ieiten ein anbermal um fo 
Diel länger ju 2)ienften, — 3)a toar ja nod^ bie Sittfd^rift 
einer ©milia 35rune8d^i. — (sie Menb.) 2)ie ift'g. — SKber, 
gute SSrunegd^i, too beine 3Sorfj)red^erin 15 



TldfUt Jtuftritt 

HamiUo Stota, @(l^riften in ber ^anb. ^er $rina. 

^er ^ritts* Äommen Sie, Slota, fommen @ie. ^— §ier ift, 
toaS id^ biefen 9Jlorgen erbrod^en. Sticht biel 2:röftlic|eg ! — 
©ie toerben bon felbft feigen, toag barauf ju verfügen. — 
SBel^men ©ie nur. 

Santitto 9iotit« ®\xt, gnäbiger i^err. 20 

^er tßrina* 3lo6) ift l^ier eine S3ittfd^rift einer ©milia 
®aIot . . Srunegd^i toitt id^ fagen. — 3^ ^^^be meine S3es 
toiHigung gtoar fd^on beigefd^rieben. aber bod^ — bie ©ad^e 
ift leine Äleinigfeit — Saffen ©ie bie Ausfertigung nod^ 
anflehen. — Dber aud^ nid^t aufteilen ; h)ie ©ie tooHen. 25 



20 (£milta (Saloiil 

SantiHo fRnta., Ütid^t n>ie id^ toiU, gnäbiger ^ert. 
^er Britta* 2Ba3 ift fonft? ©ttoa« ju unterf d^reiben ? 
SantiHo diota. ©n 2:obegurteiI toärc ju-unterf (^reiben. 
2)cr ^riita, Siedet flem. — 9hir l^er ! gefd^toinb. 

5 . Ctttnitto fünta (Mig unb ben grinsen ftarr anfe^enb). (Ein Stobed« 

urteil — fagt' id^. 

^er ^rinj. gd^ ]^5te ja tool^I. — ®g fönnte fd^on ge< 
fd^el^en fein. 3«^ ^&w eilig. 

Satnitto JRota (feine ©(^ritten nad&fel&enb). ^Run l^ttb' id^ e3 bod^ 

lotool^I nid^t mitgenommen! 38erjeil^en Sie, gnäbiger 

§err. — @§ fann Slnftanb bamit l^aben bi« morgen. 

^er Britta. Slud^ bag ! — 5ßadfen ©ie nur jufammen : id^ 
mu^ fort. — SKorgen, 3lota, ein SKel^re« ! (®e^t ob.) 

SatniHo ffioia (ben Aopf f(!^ttttelnb, inbem er bie Rapiere su fi(^ nimmt 

15 unb ahQtfft). SRed^t gem ? — ©n 2:ote«urteiI red^t gern ? — 
3d^ i^ätt' eg il^n in biefem Slugenblitfe nid^t mögen unter» 
fd^reiben Iaf(en, unb toenn e« ben 3Rörber meinet einzigen 
©ol^ne^ betroffen l^ätte. — 9ted^t gem ! red^t gem ! — ®g gel&t 
mir burd^ bie ©eele, biefe« grä^Iid^e Siedet gem! 



>3)ie ^cette : ein @aal in bem ^aufe ber (9atotti* 



€rftcr JtuftritL 

(Slaubia ©alottt. $irro. 
SlOttbia (int heraustreten gu $irro, ber von ber anbem @eite l^ereintritt). 

SBer ^renßte ba in ben §of? 

¥iw^»» Uttfer ^err, gnäbiflc 3^rau. 

Glanbitt* 3Jlein ®ema^l? S[t e$ ntögßd^? 

^inr0. ®r folgt mir auf bem gu^e. 5 

Slanbia* ©0 unvermutet ? — mm entgegeneuenb.) ^if ! mein 
Sefter I — 



3tx>etter 2luftritt. 

Oboatbo @aIottt unb bie S^oriQen. 

Dboarbo. ®uten SKorgen, meine Siebe! — Siid^t \oaifx, 
bad l^ei^t ü^enaf d^en ? 

Slottbia. Unb auf bie angenel^mfte Slrt ! — SBenn eS an« 10 
ber« nur eine Überrafd^ung fein fott. 

€b0orbo. 3lx(S^t^ Leiter ! ©ei unbef orgt. — 3)a« ©lud be« 
l^eutigen 2:age8 toeite mid^ fo frül^ ; ber SRorgen toar fo 
fd^ön; ber 2ßeg ift fo lurj; id^ vermutete eud^ l^ier fo ge« 
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fd^äftig — 2ßie leidet bergeffen fte ettoa« ! fiel mir ein. — 
9Rit einem SBorte: id^ lomme unb fel^e unb leiste fogleid^ 
toieber jurüdt. — 2Bo ift @milia? Unftreitig befd^äftigt mit 
bem 5ßufte? — 
5 ClauMa. gl^rer ©eele ! — ©ie ift in ber gjlejfe. — „3d^ 
l^abe l^eute mel^r aU jeben anbem 3^ag (Snabe bon oben gu 
erflel^en/ fagte fie unb lie^ atteS liegen unb nal^m il^ren 
©d^Ieier unb eilte — 

€b0arb9. @an) aKein? 
lo Clanbia* 2)ie toenigen ©d^ritte 

€boatb0« ßiner ift genug ju einem gei^Itritt! — 

dlanbia« 3^^^^ ®i^ ^i^^/ ^^^^ SSefter, unb lommen 
©ie l^erein, — einen Slugenblitf augjurul^en unb, toann ©ie 
tooHen, eine ©rfrifd^ung ju nel^men. 
15 €boorb0, SJBie bu meineft, ßlaubia. — aber fte fottte 
nid^t allein gegangen fein. — 

dkttbia« Unb ^\)x, 5ßirro, bleibt l^ier in bem Sorjimmer^ 
aKe S3efud^e auf l^eute ju berbitten. 



Dritter 2tuftrttt. 

$irto unb batb barauf flnoelo. 

¥lrr0. 3)ie ftd^ nur aug SReugierbe melben laffen. — SBaä 
2o bin id^ feit einer ©tunbe nid^t äße« ausgefragt Sorben ! — 
Unb h)er lömmt ba? 

9(ltgel0 (nod^ ^aia hinter ber Bcene in einem fursen iD^antel, ben er fibec 
baS ®efi(^t flcgoflen, ben ^ut in ble Sttmc). 5ßirrO ! — 5ßirrO ! 

$inr0* 6in S3efannter ? — (Snbem «ngelo ©oncnb« ^ereintriU u«b 
25 ben SRantel auSeinanber f(^Wflt.) $immel ! 2lngeIo ? — S)U? 
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$(ngeIo. 2Bie bu fie^ft. — 3«^ 6in lange genug um baS 
§au3 l^erumgegangen, bid^ ju fjjted^en. — Sluf ein Söort ! — 

^itto, Unb bu toagft eg, toieber ang Sid^t ju fommen? 
— ®u bift feit beiner legten 5Dlorbt^at öogelftei erfläret; 
auf beinen Äo})f fte^t eine ©elol^nung — 5 

flttgelo» 3)ie bod^ bu nid^t toirft berbienen tootten ? — 

*im. SQBa« toittft bu? 3c^ bitte bid^, mad^e mid^ nid^t 
unglüdflid^. 

3lngel0*. Samit ettüa?(il^m einen »eutcl mit ®elbe acigenb) — 3lxmm ! 

@8 gel^öret bir! lo 

*irr0. 3Rir? 

^Ingeto. §aft bu öergeffen? 3)er ®eutfd^e, bein boriger 
§err, 

^irro. ©d^toeig baöon! 

^nqtlo^ 3)en bu un^ auf bem SBege nad^ 5pifa in bie 15 
gaOe fül^rteft — 

¥tno* Söenn ung jemanb l^örte! 

3(ttöero, §atte ja bie @üte, un3 aud^ einen loftbaren 
Sling ju l^interlaffen. — Söei^t bu nid^t? — @r toar ju 
foftbar, ber 9ling, aH ba^ toir il^n fogleid^ o^ne SSerbad^t2o 
Rotten ju ®elbe mad^en fönnen. ßnblid^ ift mir eä bamit 
gelungen. 3^ ^^^^ ^unbert 5ßiftoIen bafür erl^alten: unb 
ba« ift bein Slnteil. $Rimm ! 

^ixto. 3id^ mag nid^t«, — bebalt' aUeg. 

3ttt8ero. 5iJleinettt)egen ! — S33enn eä bir gleid^öiel ift, 25 

lüie \)0ä) bu beinen ÄO})f feil trägft — (2113 ob er bcn »cutel »teber 
cinftecfcn woEte.) r 

^irro. ©0 gieb nur ! (s^mmt t^n.) — Unb toag nun ? 
®ennba^ bu blo^ beStt)egen mic^ aufgefud^t l^aben fottteft 

flngeto, 3)a§ lömmt bir nid^t fo red^t glaublid^ bor? — 30 
^attunfe! 2Bag benfft bu bon ung? — 2)a6 toir fällig 
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ftttb, jemanb feinen SBerbienft botjuentl^alten? 35a« ntag 
untet ben fogenannten el^tlid^en Seuten 3Robe fein, unter 

Un« nid^t. — Seb toOl^I ! — («l^ut aW ob er ge^en woHte, «nb leiert 

»iebcrum.) ging mu^ id^ bod^ fragen. — 2)a lam jo ber 
5 alte ®aIotti fo Qani allein in bie ©tabt gefjjrengt. SBa« 
toia ber? 

¥lrr0. 9lid^t8 toitt er; ein bloßer ®})ajierritt. ©eine 
S^üd^ter toirb l^eut* abenb auf bem ®ute, öon bem er l^er» 
lömmt, bem ®rafen 2l})})iani angetrauet. @r lann bie 3^* 
lonid^t ertoarten — 

$(ttgel0. Unb reitet balb h)ieber l^inau«? 
*irro. ©0 balb, ba^ er bid^ l^ier trifft, too bu nod^ lange 
Derjiel^eft. — Slber bu l^aft bo^ leinen änfd^Iag auf il^n. 
gWmm bid^ in ad^t. ®r ift ein üRann — 
15 «iigeto. Äenn' id^ i^n nid^t? §ab' id^ nid^t unter xf)m 
gebienet? — SBenn barum bei il^m nur biet ju Idolen toSre! 
— SBann fahren bie jungen Seute nad^? 
^irro. ®egen SRittag. 
«iigeb. gjlit öiel Begleitung? 
ao tpirro. ^n einem einjigen SBSagen : bie SWutter, bie %od)a 
ter unb ber ®raf. ©in paax greunbe lommen au« ©abios 
netta al« S^Qtti. 
«ngelo. Unb Sebiente ? 

¥irt0. SRur jtoei au^er mir, ber id^ ju 5Pferbe vorauf 
25 reiten foH. 

Stigelo. Sia« ift gut. — 9lod^ ein« : toeffen ift bie @qui« 
t^age? 3ft e« eure? ober be« ®rafen? 
tpirro. 2)e« ®rafen. 

SCiigeto. ©d^Iimm ! 2)a ift nod^ ein SSorreiter au^er einem 
30 l^anbfeften Rutfd^er. a5od^ ! — 

*irr0. 3d^ erftaune. SKber toa« toittft bu ? — 3)a« biftd^en 
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Bäftaud, ba$ bie Staut ettt>a l^aben bürfte^ ti^irb fd^toerttci^ bet 
aJlü^e loj^nen — 

«ttöeto» ©0 lol^nt i^rer bie Staut felbft! 

^ino» Unb aud^ bei biefem Setbted^en fott xtS) bein SKit* 
fd^ulbiget fein? • 5 

SitgeUi« 35u teiteft Dotauf. 9leite bod^, teite I unb leiste 
btd^ an nid^td ! 

^Itto» SRimmetmel^t ! 

«ngcto. SBie? id^ glaube Qax, bu toittft ben ©etoiffen» 
l^aften f^)ielen. — Sutfd^e I gd^ benfe, bu lennft mic^. — 2ßo lo 
bu ))Iaubetft ! 28o fid^ ein ein}iQet Umftanb anbete finbet^ aU 
bu mit i^n atiQtQtUn I — 

^itto, atbet, aingelo, um beö §immete toitten ! — 

SttoeU. ^I^u^ toad bu nid^t lajfen lannft ! «se^t a&.) 

¥trr0, §a! la^ bid^ benS^eufel bei einem ipaate faffen, is 
unb bu bift fein auf etoig ! 3d^ UnglüdEIid&et 1 



r^tertet Jtuftrttt. 

Oboatbo unb (Slaubia (dalotti. $lttO. 

ObDittbD« ©ie bleibt mit }u lang* au^ — 
Slaitbia. 9lod^ einen SKugenblid, Dboatbo ! (Sd h)ütbe fte 
fd^metjen, beined aCnblidfi fo ju betfel^Ien. 

€b9atb0. 3d^ mu^ aud^ bei bem ®tafen nO(^ einf})ted^en» 20 
Äaum !ann id^*§ ettoatten, biefen toütbigen jungen SKann 
meinen Sol^n ju nennen. 2ltte3 entjüdft mid^ an il^m. Unb 
k)ot aütm bet (Sntfd^Iu^, in feinen t^ätetlic^en S^l^äletn ftd^ 
felbft ju leben* 
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Slaubta» S)aS §erj brid^t mir, tüenn id^ l^ieran gebenJe. 

— ©0 ganj foHcn toir fie verlieren, biefe einzige, geliebte 
Sod^ter? 

Dboarbo» 2Bag nennft bu jte verlieren ? Sie in ben 3lr» 
5 men ber Siebe ju tüiffen ? 33ermenge bein SSergnügen an il^r 
nid^t mit t^rem ©lüde. — 35u möd^teft meinen alten Slrgtüo^n 
erneuern: — ba^ eö mel^r bag ©eräufd^ unb bie gerftreus 
ung ber SBelt, mel^r bie Sfläl^e beg §ofeg toar aU bie 9iot« 
h)enbig!eit, unferer 3:od^ter eine anftänbige ßrjiel^ung ju 
10 geben, toag bid^ betoog, ^ier in ber Stabt mit il^r ju bleiben, 

— fem bon einem aKanne unb 33ater, ber ^nä) fo l^erjlid^ 
liebet. 

eiottbio. SQSie ungered^t, Dboarbo ! Slber la^ mid^ l^eute 
nur ein einjige^ für biefe ©tabt, für biefe 5Räl^e be« §ofe3 

15 fjjred^en, bie beiner ftrengen Sugenb fo ber^a^t finb. — §ier, 

nur ^ier lonnte bie Siebe jufammenbringen, toag für einanber 

gefd^affen toar. §ier nur lonnte ber @raf (gmilien finben, unb 

fanb fie. 

Dboorbo. 2)a§ räum* id^ ein. 2lber, gute Slaubia, ^atteft 

20 bu barum red^t, toeil bir ber 2luggang red^t giebt ? — ®ut, ba^ 
ed mit biefer Stabterjie^ung fo abgelaufen ! Sa^t ung nic^t 
toeife fein tooHen, too toir nid^tg ate glüdEIid^ getoefen ! ©ut, 
ba^ eö fo bamit abgelaufen ! — 3flun l^aben fie fid^ gefunben, 
bie für einanber beftimmt toaren ; nun la^ fie jie^en, tool^in Un- 

25 fc^ulb unb ^nf)^ fie rufen. — SBag foHte ber ®raf l^ier ? ©id^ 
büdfen unb fd^meic^eln unb fried^en unb bie ajlarinettig au^ju* 
ftec^en fud^en, um enblid^ ein ©lüdt ju machen, beffen er nid^t 
bebarf ? nm enblid^ einer (gl^re getoürbiget ju toerben, bie für 
il^n feine toäre ? — 5ßirro ! 

30 ^trw. §ier bin id^. 

Obuarbn. @el^ unb fül^re mein $ferb bor ba§ $aud bed 
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®rafen. 5^ fomme nai) unb toiH tnid^ ba toieber auffegen» 
(^trro fle^t ab.) — SBarum^foH ber ®raf l^ier bienen, totm er 
bort felbft befel^Ien fann ? — 3)aju bebenleft bu nid^t, ßlaubia, 
ba^ burd^ unfcre 3:od^ter er eg boHenbg mit bem ^prinjen 
öerberbt. 35er 5ßrinj ^a^t mid^ — 5 

Slftttbio^ SBieHeid^t toeniger, al§ bu beforgeft. 

Dboorbp» Seforgeft! 3^ beforg' aui) fo toag ! 

Slattbia. 35enn f)ah' xä) bir fd^on gefagt, ba^ ber 5ßrinj 
unfere 2:o^ter gefeiten l^at? 

Dboarbo. 35er 5ßrinj? Unb toobaS? lo 

G^lottbitt. 3n ber legten 33eggl^ta, bei bem Äanjier ©ri* 
malbi, bie er mit feiner ©egentoart beel^rte. 6r bejeigte 
fic^ gegen fie fo gnäbig 

Oboarbo. 6o gnäbig? 

eiftttbitt. @r unterl^ielt fid^ mit il^r fo lange 15 

Dboorbo. Unterl^ielt fid^ mit il^r ? 

dlaitbia* Sd^ien öon il^rer SRunterleit unb il^rem SBi^e fo 
bezaubert 

Dboorbo. ©0 bejaubert? — 

(Slottbio» §at t)on i^rer Sd^ön^eit mit fo Dielen Sobe^ers 20 
Hebungen gefj)roc^en 

Dboarbo. Sobegerl^ebungen ? Unb ba« atte« erjäl^Ift bu mir 
in einem 2^one ber (Snt}üdhtng ? D Slaubia! Slaubia! eitle^ 
t^örid^te 3Kutter! 

dtanhxa. aOSiefo ? 25 

Dbottrbp» 3iun gut, .nun gut! 2luc^ bag ift fo abgelaufen. 
— §a ! ^znn i^ mir einbilbe — 35ag gerabe toäre ber 
Drt, ft)o id^ am töblid^ften ju bertounben bin ! — ©in SBottüft* 
ling^ ber betounbert, begel^rt, — ßlaubia ! Slaubia ! ber blo^e 
©ebanle fe|t mid^ in 2But, — 35u ^ätteft mir bag fogleid^ 30 
foHen gemelbet l^aben. — 35od^, id^ möchte bir l^eute nid^t 
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gern etma^ Unangenel^tned fagen. Unb td^ toürbe (inbenne 
i^n bei ber Qanh ergreift), toetm \(f) lättflet bliebe. — 35rttm la^ 
nttd^! la^ mxd)\ — ®ott befohlen, ßlaubia! — Äommt 
glüdEIid^ nad^ ! 



fünfter 2Juftritt. 

5 dlanbia ®aloiÜ. SBeld^ ein 5Kann ! — D, ber tauigen 
3;u0enb ! — tocnn anberg fte biefen 3lamm üerbienet. — Sitte« 
fd^etnt il^t üerbäd^tig, alleg ftrafbat I — Ober, toenn ba« bie 
SWenfd^en lennen l^ei^t: — toer foUte fid^ tDünfd^en, jte )u 
lennen? — SD3o bleibt aber aud^ ©milia? — ®t ift be3 SSaterg 

10 geinb : f olglid^ — f olßlicl^, h)enn et ein Sluge für bie S^od^ter 
l^at, fo ift eö eittjig, um il^n )u bef d^imj)f en ? — 



Sedffter 2Juftrttt 

(Smilia unb (Slaubia ®a(otti. 
(Sntilia (fUlrset in einer ttngfUic^en SSernirrung l^erein). äSol^l mir ! 

too^l mir ! SRun bin id^ in ©id^erl^eit. Ober ift er mir gar 

gefolgt ? (3nbem fle ben Schleier surücftoirf t unb i^re SKutter erblitfet) gft 

15 er, meine 3Jiutter? ift er? — 3lein, bem §immel fei SJanl! 
(Slanbta. 9Ba$ ift bir, meine Xod^ter? toa^ ift bir? 
emilio. SRid^tg, nic^t« — 

(Slanbia. Unb blideft fo toilb um bic^? Unb }itterft an 
jebem ©liebe? 
20 emUio. SBa« ^ab' id^ l^ören muffen ! Unb too, too f)aV id^ 
es l^ören muffen ! 
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dlaitbia. ^d^ l^abe btd^ in ber Aird^e geglaubt — 
etitUia. ebcnbal SBa« iftbem Safter iiirc^' unb atltat? 

— äd^, meine SKuttet ! m^ m in bic «me wctfcub.) 

Slattbia* 9tebe, meine 3:od^ter ! — 3Jiad^' meiner ^rd^t 
ein (gnbe* — SQSa« lann bir ba, an l^eiliger ©tätte, fo ©d^Um« 5 
me3 begegnet fein? 

(SntiKa» 9iie l^ätte meine 2lnbad^t inniger, brünftiger fein 
fotten ate ^etrte ; nie ift fie toeniger getoefen, h)ad fie fein follte. 

eiattbia» SBir fmb SÖienfc^en, (Smilia. S)ie ®abe, ju beten, 
ift nid^t immer in unferer ©etoalt. 3)em §immel ift beten w 
tDoHen, arxä^ beten. 

Qhttilia» Unb fünbigen trotten, aud^ fünbigen. 

(Slottbia. 2)ad l^at meine @milia nid^t h)oIlen ! 

(SntiUa* 5Rein, meine 9Jlutter, fo tief lie^ mic^ bie ®nabe 
nid^t fmlen. — 2lber ba^ frembed Safter und h)iber unfern 15 
äöillen ju 3Kitfd^uIbigen mad^en fann! 

(EIoitMa. gaffe bid^ ! — ©ammle beine ©ebanfen, fo öiel 
bir möglid^. — ©ag' e3 mir mit ein«, toa« bir gefd^el^en* 

(StttiUa. (gben l^att' id^ mid^ — toeiter Don bem 2lltare, afö 
id^ fonft Pflege, — benn id^ lam ju f|)ät — auf meine Änie ge* 20 
laffen. (gben fing id^ an, mein §erj ju erl^eben, alö bid^t l^inter 
mir etioad feinen ^la^ na^m. ©0 bid^t l^inter mir ! — 3^ 
lonnte toeber t)or,nod^ jur ©eite rüdfen, — fo gern id^ aud^ tooHte, 
au3 tJurd^t, ba^ eine« anbem 3lnbad^t mid^ in meiner ftören 
möd^te. — ainbad^t ! ba« toar baS ©d^Iimmfte, loa« ic^ beforgte. 25 

— 2lber e§ toä^rte nid^t lange, fo l^ört\ id^ ganj nal^' an 
meinem Dl^re, — nad^ einem tiefen ©euf jer, — nid^t ben 9iamen 
einer ^eiligen, — ben Siamen, — ^i^xn^a ©ie nid^t, meine 3Kuts 
ter — ben Flamen ^IfXix 3:od^ter ! — meinen 3iamen ! — D, 
ba^ laute 35onner mid^ öerl^inbert l^ätten, mel^r ju l^ören ! — 30 
®« f^)rad^ bon ©d^önl^eit, öon Siebe — (£3 Ilagte, ba^ biefer 
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Sag, toeld^er mein ®Iüd mad^c, — toenn et e§ anbete mad^e, 

— fein Unglüd auf immer entfd^eibe. — ®3 befd^toor mid^ — 
§ören mu^t' id^ bieg atte«, Slber id^ bliäte nid^t um ; id^ h)oIIte 
tl^un, aU ob id^ eö nid^t l^örte — SEBa« lonnt' id^ fonft? — 

5 3Keinen guten ©ngel bitten, mid^ mit Saubl^eit ju fd^Iagen, unb 
toann aud^, h)ann aud^ auf immer ! — S)aS bat id^ ; ba3 h>ar 
baS einjige, toaS id^ beten fonnte. — @nblid^ toarb e^ 3^^*^ ^^^ 
toieber ju ergeben. 3)a« l^eilige 2lmt ging ju ®nbe. 3^^ jit« 
terte, mid^ umjulel^ren. gd^ gitterte, il^n ju erblidEen, ber fid^ 
10 ben 3tebel erlauben bürfen. Unb ba id^ mid^ umtoanbte, ba id^ 
il^n erblidfte — 
(Kanbia* SKBen, meine S^o^ter? 
(&müia, Slaten ©ie, meine 5Kutter, raten ©ie. — 3^ 
glaubte, in bie @rbe ju fmlen. — ^^n felbft, 
15 eiauMa. 2Ben il^n felbft? 
^tttilia. 3)en ^rinjen. 

Slottbia. 35en 5ßrinjen ! — D, gefegnet fei bie Ungebulb 
beineg SSaterS, ber eben ^ier h)ar unb bid^ nid^t ertoarten 
toottte! 
ao @mtlta. 3Jlein SBater ^ier? — unb toollte mid^ nid^t er» 
toarten ? 

a:(aitbta. SBenn bu in beiner Sertoirrung aud^ i^n ba« 
l^ätteft l^ören laffen ! 
emilio* 9lun, meine 5Wutter? — SBag l^ätt* er an mir 
25 ©traf bare« finben lönnen ? 

eiattbio» 3l\6)t^ ; ebenfotoenig aU an mir. Unb bod^, bod^ 

— §a, bu lenneft beinen 33ater nid^t ! ^n feinem S^xne l^ätt' 
er ben unfd^ulbigen ©egenftanb be§ SBerbred^enö mit bem 
SSerbred^er bertoed^felt. 3" f^^^^^ 2ßut l^ätt' id^ il^m ge« 

30 fd^ienen, bag beranla^t ju l^aben, h)ag id^ toeber berl^inbem, 
nod^ öorl^erfel^en fbnnen. — 2lber toeiter, meine Sod^ter^ 
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toeiter ! 21I§ bu ben ^Prinjen erfannteft — 3^ h^iß l^off^n, ba^ 
bu bciner mäd^tig Qtnu^ toareft, il^m in einem Slide alle bie 
SBerad^tung ju bejeigen, bie er öerbienet. 

emtlitt» S)ag tüar id^ nid^t, meine 9Jlutter! 5Wad^ bem 
93Ude, mit bem id^ il^n etlannte, ^att' id^ nic^t ba« §erj, einen 5 
jtpeiten auf il^n ju rid^ten. gd^ flol^ — 

Cloitbitt» Unb ber 5ßrinj bir nad^ — 

@milta. 9Ba8 id^ nid^t toujste, bi^ id^ in ber §alle mi^ bei 
ber §anb ergriffen fül^Ite. Unb t)on il^m ! 2lug ©d^am mu^t' 
id^ ftanbl^alten : mid^ öon il^m loSjutüinben, toürbe bie SSorbeis 10 
gel^enben ju aufmerffam auf \xn^ gemad^t l^aben. S)a§ toax bie 
einjige Überlegung, beren id^ fällig toar — ober beren id^ nun 
mx6) toieber erinnere. ®r fj)rad^ ; unb id^ ^ab' il^m geanttüortet* 
3lber toag er fj)rad^, h)aB id^ il^m geantwortet, — fällt mir eg 
nod^ bei, fo ift eg gut, fo toiH id^ e« ginnen f agen, meine 5Kutter. 15 
Se^t toei^ id^ öon bem allen nid^tS. ?lJleine ©inne Ratten mid^ 
öerlaffen. — Umfonft ben!' id^ nad^, toie id^ Don il^m toeg unb 
au« ber §alle gelommen. 3^ fi^be mid^ erft auf ber ©tra^e toie« 
ber ; unb l^öre il^n hinter mir l^erf ommen ; unb l^öre il^n mit mir gu* 
gleid^ in ba« §au8 treten, mit mir bie 3:rej)J)e l^inauf fteigen 20 

eiottbio. 3)ie ^urd^t ^at il^ren befonbern ©inn, meine %oä)* 
ter ! — 3d^ toerbe e§ nie bergeffen, mit toeld^er ©ebärbe bu 
^ereinftürjteft, — 5Rein, fo toeit burfte er nid^t loagen, bir ju 
folgen. — ®ott ! ®oit ! to^nn bein SSater baö toü^te ! — 
9Bie toilb er fc^on toar, al§ er nur l^örte, ba^ ber $rinj bid^ 25 
jüngftnid^t ol^ne 3Ki^faIIen gefeiten! — 3nbe«,fei rul^ig, meine 
S^oc^ter ! Stimm eg für einen SCraum, toa§ bir begegnet ift. 
2tuc^ tüirb eg nod^ toeniger e?oIgen l^aben alg ein 3:raum. 35u 
entgel^eft l^eute mit ein« atten 5Rad^fteIIungen. 

@tttUia. 2lber, nid^t, meine SKutter ? ®er @raf mufe ba« 30 
toiffen. g^m mu^ id^ e« fagen. 
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Clanbia. Um alle SBelt ni^t ! — 2Boju ? toatunt ? SBiajl 
bu für ni^tö unb tpiebet für nic^td il^n unrul^ig mad^en? Unb 
toann er cg aud^ i^t nid^t h)ürbc : toiff c, mein Äinb, ba^ ein 
@ift^ h)eld^ed nid^t gleid^ toirfet^ barum fein minber gefä^rlic^ed 
5 ®ift ift. SBad auf ben Siebl^aber leinen @inbrudE mad^t, taxta 
il^n auf ben ©emal^l machen. 3)en Sieb^aber lönnt' eg fogar 
fc^meid^eln, einem fo toid^tiflen SKitbetoerber ben 9tang abjui» 
laufen. ä(ber iotnn er il^m ben nun einmal abgelaufen l^at : 
al^ ! mein Äinb, — fo toirb au3 bem Siebl^aber oft ein ganj 

zo anbered ®efd^5^f. ^ein gute^ ©eftim bel^üte bid^ bor biefer 
@rfal^rung. 

(Emilia. ©ie toiffen, meine 5Kutler, toie gern id^ Sl^en bef« 
fem ®infid^ten mid^ in attem untertoerfe. — 3lber toenn er ed 
bon einem anbem erfül^re, ba^ ber 5Prinj mid^ ^eute ge« 

15 ft)rod^en ? SBürbe mein SSerf d^toeigen nid^t, frü^ ober ^pät, 
feine Unrul^e üerm^l^ren ? — ^ii) badete bod^, id^ bel^ielte lieber 
öor il^m nid^t« auf bem §erjen* 

Sfaitbia. ©d^toad^l^eit ! öerliebte ©d^toad^l^eit ! — 9lein^ 
burd^au^ nid^t, meine 2:od^ter ! ©ag ' il^m nic^td. 2a^ i^n nic^td 

aomerfen! 

C^mifia. !Run la, meine 3Rutter ! ^d) l^abe leinen SBiQen 
gegen ben S^^Ö^"- — Sl^a ! (Wit einem tiefen atemjugc) aiud^ 
toirb mir toieber ganj leicht. — SBaS für ein albemed, furcht« 
fame^ 35ing id^ bin ! — 5Rid&t, meine 3Jlutter? — ^ä) l^ätte 

35 mid^ nod^ tool^l anberd babei nel^men lönnen unb toürbe miv 
ebenfotoenig bergeben ^aben. 

(Kanbia. 3^ toottte bir bag nid^t fagen, meine 3:od^ter, 
beöor bir e« bein eigner gefunber SSerftanb fagte» Unb id& 
tovi^U, er toürbe bir eS fagen, fobalb bu toieber ju bir felbft 

90 gelommen, — 35er ^ßrinj ift galant. ®u bift bie unbebeutenbe 
©^rad^e ber @alanterie )u toenig getool^nt. @ine ipöflid^Ieit 
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toirb in il^r jur ®nH)finbung, eine ©d^mei^elei jur Seteurung, 
ein ßinfatt jum SBunfd^e, ein SEBunfci^ jum SBorfa^e. 3l\ä)t^ 
Hingt in biefer ©Jjtad^e toie alle«, unb atte« ift in il^r fo toiel 
afe nid^t«. 

(&itdtia. D meine 5Kutter ! — fo mü^te id^ mir mit meinet 
%nxd)t DoIIenbg I&d^erfid^ öorfommen ! — 3tvin foH er getoi^ 
ttid^t« baijon erfahren, mein guter 2lJ)^)iani ! @r lönnte mid^ 
leidet für mel^r eitel aU tugenbl^aft galten, — §ui ! ba^ er ba 
fettft lömmt! 6« ift fein ®ang. 



Siebenter 2tuftritt. 

®raf ^ppxanu 5Die SBotigen. 

9p)liaiti (tritt tieffinnig, mit oor fid^ l^ingefc^Ieigenen Slugen herein unb lo 
»mmt nai&cr, ol^nc fie nu erblitfen, hii «milia il^m cntgcgenfpringt). 211^, meine 

S^euerfte ! — 3^ ^^^ wiir Sie in bem SSorjimmer nid^t öer* 
mutenb. 

(Sntilia* 3d^ toünf^te ©ie Reiter, §err ®raf, auc^ too ©ie 
mid^ nic^t öermuten. — ©o feierlid^ ? fo emftl^aft ? — ^\t bie« 15 
fer 3:ag feiner freubigem SluftoaUung toert? 

9[ppxanU ®r ift me^r toert aU mein ganjeS geben. Slber 
fd^toanger mit fo Diel ©lüdEf eligf eit für mid^, — mag e8 too^I 
biefe ©lüdEfeligleit felbft fein, bie mid^ fo emft, bie mid^, toie 
©ie es nennen, mein gräulein, fo feierlid^ mad^t. — Onbem er 20 
bie sRutter erbiidt.) §a ! aud^ ©ie l^ier, meine gnäbige %x(i\x ! 
— nun balb mir mit einem innigem Flamen ju öerel^renbe! 

aianbio» 35er mein größter ©tolj fein toirb ! — SBBie 
glüÄIic^ bift bu, meine (gmilia! — SBarum l^at bein SBater 
unfere ®ntjüdfung ni^t teilen tootten? 25 
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^pianU (gben l^abe id^ tnid^ an^ feinen Slrmen geriffen, 
— ober bielme^r er fic^ an^ meinen. — SBeld^ ein ?lJlann, meine 
©milia, 3l^r SSater ! S)a« 3Rufter aUer männlichen a:ugenb ! 
Su toag für ©efmnungen erl^ebt fid^ meine ©eele in feiner 
5 ©egentoart ! SRie ift mein ßntfd^Iu^, immer gut, immer ebel 
ju fein, lebenbiger, aU toenn \ä) il^n fel^e, — toenn ic^ il^n mir 
ben!e. Unb toomit fonft, aU mit ber Erfüllung biefeS ®nt* 
fd^IuffeS fann id^ mid^ ber ßl^re toürbig mad^en, fein ©ol^n ju 
l^ei^en, — ber S^rige ju fein, meine ßmilia ? 
10 emilto» Unb er tooHte mid^ nic^t erwarten! 

2l<>^ioni. 3^ urteile, h)eil il^n feine ©milia für biefen 
augenblidtlid^en S3efud^ )u fel^r erfc^üttert, ju fel^r fid^ feiner 
ganjen ©eele Bemäd^tigt l^ätte. 

eiottbitt. (gr glaubte bi^ mit beinem Srautfc^mudEe befc^äfs 
15 tiget in finben, unb l^örte — 

^piani, 3öa« ic^ mit ber järtlic^ften S3eft)unberung h)ieber 
öon i^m gel^ört ^abe. — So rec^t, meine ©milia ! 3^ toerbe 
eine fromme grau an Sinnen l^aben unb bie nid^t ftolj auf il^re 
grömmigleit ift. 
20 <s:(attMa. älber, meine Ainber, eine^ t^un unb ba^ anbere 
nic^t laffen ! — 9lun ift eö l^ol^e geit ; nun mac^', ßmilia ! 

^piani. SBa«? meine gnäbige g^rau. 

eiottbio. ©ie tootten fie bod^ nid^t fo, §err ®raf, fo toie fte 
ba ift, jum ailtare führen? 
25 5l^^iattt. SBal^rlid^, bag toerb' id^ nun erft getoa^r. — S33er 
lann ©ie feigen, (gmilia, unb aud^ auf S^ren 5ßu^ achten ? — 
Unb loarum nid^t fo, fo toie fte ba ift? 

etttilia» 9iein, mein lieber ®raf, nid^t fo, nid^t ganj fo. 

2lber aud^ nid^t Diel ^jräd^tiger, nid^t biel. — §ufd^, l^ufd^, unb 

30 id^ bin fertig ! — Siic^t^, gar nid^t^ Don bem ©efd^meibe, bem 

legten ©efc^enfe S^rer öerfd^toenberif d^en ©ro^mut ! ^x^ii. 



2* 2Iuf3ug. 7. 2luftriti 35 

gar nid^tg, toad jid^ nur ju fold^em ©efd^meibe fd^iite ! — 
3ci^ lönnte i^m gram fein, bicfcm ©efd^meibe, toenn eg nic^t öon 
Sinnen h)äre» — ^tnn breimal l^at mir t)on il^m geträumet — 

Glottbia» 3lun? 2)aöon toei^ id^ ja nid^t«, 

(StttUia. älld ob id^ eS trüge, unb aU ob ^lö^Iid^ ftd^ jeber 5 
©tein be^felben in eine ^erle öertoanbele, — perlen aber, 
meine 3Jlutter, perlen bebeuten 3:i^ranen. 

(Slanbia. iiinb ! ®ie Sebeutung ift träumerifd^er alg ber 
2:raum. — SBareft bu nid^t öon je^er eine größere Siebl^aberin 
uon ^Perlen aU öon Steinen ? — ic 

(EmiUa. tJreiKd^, meine 3Wutter, freilid^ — 

^piatd (na(^benfcttb unb fc^wcrmütig). Sebeuten S^l^räuen ! — 
bebeuten 2:^ränen! 

(Smxlxa. SBie? S^nen fättt ba« auf? Sinnen? 

^ppianU 3« tool^I ; id^ foHte mid^ fc^ämen. — 3lber 15 
toenn bie ©inbilbungölraft einmal ju traurigen Silbern ge^^ 
ftimmt ift — 

Qhmlia. SBBarum ift fie baS aud^ ? — Unb toad meinen ©ie, 
bad id^ mir auSgebac^t ^abe ? — 2Ba8 trug id^, toie fal^ id^ au«, 
ate x6) 3^J^^" jw^t Ö^fi^l ? — SBiffen ©ie e« noc^ ? 20 

3M>^itttti Db ic^ e« nod^ toei^ ? 3d^ f el^e ©ie in ©ebanlen 
nie anber« afö fo, unb fel^e ©ie fo, anä) totnn xä) ©ie nid^t 
fo fe^e, 

(&mlxa. 3Kfo ein Äleib Don ber nämlid^en garbe, toon bem 
nämlichen ©d^nitte ; fliegenb unb frei — 25 

^pianl Vortrefflich ! 

(EiitUia« Unb bad $aar — 

9ippianl 3n feinem eignen braunen ©lanje ; in Sodfen, toic 
fie bie 3latur fd^Iug — 

(Stmüxa. 35ie 3lof e barin nid^t gu toergeffen ! Siedet ! red^t! 30 
— ®ine Heine ®ebulb, unb id^ ftel^e fo t)or ginnen ba 1 
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TXditn stuftet«. 

@taf ^))piani. (^laubta ©alotti. 
9p))liaitt (inbem er i^T mit einer nieberfiefd^lagenen SDiiene na^fU^i), 

^Perlen bebeuten X^xäntn ! — ßinc Heine (Sebulb ? — 3a, 
toenn bie 3^it nur au^et ung toäre ! — SBenn eine 3Winute am 
Seiger jtd^ in ung nid^t in S^^^e augbel^nen Idnnte ! — 
5 Slaiibia* ©milien« Seobad^tunfl, §err ®raf, toar fo fd^nell 
al8 rid^tig. ©ie finb l^eut' emfter ate getoö^nlic^, 3flur nod^ 
einen ©d^ritt bon bem giele ^f)xtx SBünfci^e, — fottt' e« Sie 
reuen, §err ®raf, ba^ eö ba« 3*^1 3^^^^ aSünfd^e getoefen? 

3M>|rtotti* SCl^, meine 5Kutter, unb ©ie lönnen ba« öon 
10 gl^rem ©ol^ne argtüo^nen ? — älber e8 ift toaf)x, id^ bin l^eut' 
ungetpöl^nlic^ trübe unb finfter, — 9lur fe^en ©ie, gnäbige 
fjrau : — nod^ einen ©d^ritt Dom giele, ober nod^ gar nid^t 
ausgelaufen fein, ift im ©runbe eine«. — SCIIe« toa« id^ fel^e, 
aUed toad id^ l^5re, aQed h)ad id^ träume, ^rebiget mir feit 
15 geftem unb e^egeftem biefe SDSal^rl^eit. ©iefer eine ®ebanle 
lettet fid^ an jeben anbem, ben id^ l^aben rm^ unb ^aben toitt, 
— SBa« ift ba«? 3d^ öerftel^' e« nic^t. — 

Gllanbia. ©ie ma^en mid^ unrul^ig, $err ®raf — 

^pianu ®ine« lömmt bann jum anbem ! — gd^ bin ärger» 
20 lid^, ärgerlid^ über meine greunbe, über mid^ f elbft — 

aionbia. SBiefo? 

^M^^iaitt. 5Keine ^eunbe »erlangen fd^Ied^terbing«, bo| 
id^ bem 5ßrinjen bon meiner §eirat ein SSBort fagen fott, el^e x^ 
fie t)oIIjiel^e. ©ie geben mir )u, id^ fei ed nic^t fd^ulbig, aber 
25*bie äd^tung gegen il^n toott* e« nid^t anberS» — Unb id& bin 
fd^toad^ genug getoefen, e8 i^nen ju öerf^red^en. 6ben tooEt' 
x6f nod^ bei il^m öorfal^ren* 

aianhia (Wig). Sei bem ^prinjen? 
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neunter 2Juftritt» 

$itto, gleich barauf aRarinelli unb bie SBortgen. 

¥lnrp. ©näbige gcau, ber aWarc^efe SKarinetti l^ält toor 
betn §aufc unb erlunbiget fid^ nad^ bcm §erm ®rafen, 
^pianl Siad^ mir? 

¥trrO. §ier ift er fd^On. (öffnet m Wc X^ürc unb geilet ab.) 

äRaHstetti. 3^ Ktt' um SSerjeü^iung, gnabifle ^rau. — 5 
5Kein ^err ®raf, id^ toax öor 3'^'^«« §aufe unb erful^r, ba^ id^ 
Sie l^ier treffen h)ürbe. 3^ ^^^' ^^ bringenbeö ©efd^äft an 
Sie — ©näbige ^rau, id^ bitte nod^matö um SSerjeil^ung ; e« 
ift in einigen 5Kinuten gefd^el^en. 

(SiMhitt, ^ie id^ nid^t Derjögem toiS. («ao^t i^m eine «er* 10 

icugung unb gel^t ab.) 



^e^nter 2tuftrttt» 

aRartnelti. ^ppianu 

^pianl 3bm, mein §err? 

aRoriitetti. 3<^ lomme Don bed ^ßrinjen ©urd^Iau^t. 

9ippimu aSa« ift ju feinem Sefel^Ie? 

aWarittetti. 3d^ Bin ftolj, ber Überbringer einer fo öor« 15 
jüglid^en ®nabe ju fein. — Unb toenn ®raf 3t^^)iani nid^t 
mit ®etoalt einen feiner ergebenften greunbe in mir öer« 
lennen toitt 

9ippianu Dl^ne toeitere SSorrebe, toenn i^ bitten barf. 

aWarittetti- Slud^ baS ! — 35er ^rinj mu^ fogleid^ an ben 20 
^erjog bon 3Waffa, in 3CngeIegen^eit feiner SSermäl^Iung mit 
beffen ^prinjeffm Sod^ter, einen SetooIImäc^tigten fenben. ®r 
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toar lange unfd^lüfftg^ toen et baju ernennen foQte* @nbKd^ 
ift feine SBal^I, §err ®raf, auf ©ie gefatten. 

9ipp\anu äluf mid^ ? 

aWorinetti. Unb ba« — toenn bie gteunbfd^aft rul^mrebig 
5 fein barf — nid^t ol^ne mein Swti^wn. — 

^pianiu 3&af)xl\ä), @ie fe^en mid^ toegen eined ^anle$ 
in SSerlegenl^eit. — 3^ ^^^^ f<^on längft nid^t mel^r ertoartet, 
ba^ ber 5prinj ntid^ ju Braud^en gerul^en h)erbe, — 

aRatineHi« 3^ Kn öerfid^ert, ba^ e« il^m blo^ an einer 

10 toürbigen ©elegen^eit gemangelt l^at. Unb toenn ancfy biefe fo 

eine« 9Kanne«, toie ®raf 2l^J)iani, nod^ nic^t toürbig genug fein 

fottte: fo ift freilid^ meine ^eunbfd^aft ju Voreilig getoefen, 

9ipp\am. ^reunbfc^aft unb f^eunbfd^aft vm bad britte SBort ! 
— 9Kit h)em reb' id^ benn ? 2)e3 5Kard^efe 5DlarineIIi greunb« 
15 fd^aft f)äiV id^ mir nie träumen laffen. — 

aRorinetti. 3^ erlenne mein Unred^t, ^err ®raf, — mein 
unüerjeil^Ii^e« Unred^t, ba^ id^ ol^ne S^re ®rlau6ni3 gi^r 
^reunb fein toollen. — Sei bem aUen, toaS tl^ut ba3? 3)ie 
©nabe be« ^rinjen, bie ^\)mn angetragene (gl^re bleiben, toa« 
ao fie finb, unb ic^ jtoeifle nid^t, ©ie toerben fie mit Segierb' er«» 
greifen. 

^M^^iani (na<^ clntger ÜBerlcgung). StUerbing«, 

^arttteHt. 3lun, fo lommen ©ie, 
9ipp%anl SOäol^in? 
25 aRarittetti. 3flad^ 35ofaIo, )u bem ^rinjen. — ®« liegt fd^on 
alle« fertig, unb ©ie muffen nod^ ^eut* abreifen, 
9ippimu SBa« fagen ©ie? — 9?od^ l^eute? 
aRartttctti. Sieber nod^ in biefer nämlid^en ©tunbe aU in 
ber folgenben, ®ie ©ad^e ift toon ber äu^erften ®iP. 
30 9ippiauu 3n SOBal^r^eit? — ©o Ü)\xt eö mir leib, ba^ id^ 
bie e^re, toelc^e mir ber ^rinj iugebad^t, »erbitten mu^. 
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matittem. 9Bie? 

^pianu ^ä) lann l^eute nid^t abreifen ; — aud^ morflen 
ttid^t ; — auö) übermorgen nod^ nid^t. — 

aßaritteni« ©ie fd^erjen, §err ®raf. 

9ippiani. mit S^nen? 5 

fßlatintUi. Unüergleic^Iid^ ! SBenn ber ©d^erj ben 5prinjen 
flilt, fo ift er um fo öiel luftiger. — ©ie lönnen nid^t ? 

^piani. 3ltxn, mein §err, nein. — Unb ic^ l^offe, ba| 
ber 5Prinj felbft meine ßntfd^ulbigung h)irb gelten laffen. 

WlanntUi. ®ie bin ic^ begierig gu ^ören. 10 

W^pianu D, eine Äleinigleit ! — ©el^en ©ie, id^ fott nodj 
l^eut' eine grau nel^men. 

fBlttnntni SRun? unb bann? 

t^p^iasti. Unb bann ? — unb bann ? — ^f^x^ grage ift aud^ 
öerjtoeifelt naiö. 15 

SRttnitem» 3Jlan l^at ®jem^)el, §err ®raf, ba^ ftd^ §od^s 
jeiten auffd^ieben laffen. — gd^ glaube freilid^ nid^t, ba^ ber 
Sraut ober bem Srautigam immer bamit gebient ift. 2)ie 
©ac^e mag i^r Unangenel^me« l^aben. 3Cber bod^, bäd^t* ic^, 
ber SSefe^I beg §erm — 20 

^pimu 35er S3ef el^I be§ §erm ? — be« §erm ? ®in ^err, 
ben man fid^ felber toäl^It, ift unfer §err fo eigentlid^ nid^t — 
3^ gebe ju, ba^ ©ie bem 5ßrinjen unbebingtem ©el^orfam 
fd^ulbig toären. Stber nic^t id^. — gd^ lam an feinen ipof 
afö ein greitoiHiger. 3!^ tooHte bie ßl^re l^aben, i^m ju bie» 25 
nen, aber nid^t fein ©Habe ju toerben. 3d^ bin ber SSafatt 
eine« großem ^erm — 

WtanntUu ®rö^er ober Heiner: §err ift §err. 

^pianu 35a^ ic^ mit ginnen barüber ftritte ! — ®enug, 
fagen ©ie bem $rinjen, toag ©ie gel^ört l^aben : — ba^ eö 30 
mir leib tl^ut, feine ®nabe nid^t annehmen ju lönnen; toeil 
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id^ ^itn 1)tnV eine Serbinbung boHjöge, bie ntein ganje« ®Iüi 
au^mac^e. 

^axintUU SBoDen ©ie xf)m nid^t jugleid^ toififen laffen, 
mit n>em? 
5 ^piani. ÜJlit @mtlta @alotti. 

aWotiiteßi. ®er 2:oci^ter au« biefem §aufe? 
^pianU 2tu« biefejn §aufe, 
aRamettt §m! ^m! 
«»»^totti. SB3a8 beliebt? 
10 aRameni ^6) fottte meinen, ba^ e« fonac^ um fo toenißer 
©d^toierigleit f)aJbtn fönne, bie ßeremonie bi« ju 3^^« 3«* 
rüdHunft au^jufe^en. 
9ippxanl 3)ie ßeremonie? 3iur bie ßeremonie? 
SRannetti. ^ie guten (Slitm h)erben e« fo genau nic^t 
15 nel^men. 

«ji^itttti^ 35ie guten ©Item? 
aWartttcttt- Unb @milia bleibt ^^nm \a tool^I getoi^. 
^pianu gsa too^I getüi^?— ©ie ftnb mit gl^rem 3a 
tool^I — ja h)o^I ein ganjer Stffe ! 
ao aWaHnem^ 3Kir bag, ®raf? 
^ppianl SBarum nic^t? 

aWamem. §immel unb §ölle ! — SBir toetben un§ f^)red^en. 
«Pliiattt. ^af) ! §ämif d^ ift bet 3lffe ; aber — 
SKonneKi. 3:ob unb SSerbammnigl — ®raf, id^ f obere 
25 ©enugtl^uung. 

9ippxatd. 3)ad k)erftel^t ftd^. 

aRatinetti. Unb h)ürbe fte gleid^ je^t nehmen; — nur 

ba^ id^ bem järtUd^en Sräutigam ben l^eutigen Stag nid^t 

üerbetben mag. 

30 ^pxanu ©utl^erjigeg 5Ding! 3lid^t bod^! 3lid^t bod^! 

(3nbem er i^n bei bcr ^anb ergreift.) 3tai^ 3Jlaffa freilid^ mag id^ mid^ 
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l^eutc ntd^t fd^iäen lajfcn ; aber ju einem ©^jajtergange mit 
Sinnen f^aV id^ 3eit übrig. — Äommen ©ie, lommen ©ie ! 

SWairiiietti o>er P(^ losreißt unb obfle^t). 3flur ©ebulb, ©raf, nur 
@ebulb! 



(Elfter 2tuftrttt. 

«»)ptant. eiaubia ©alottl. 

^piam. ®tf), 5Rid^tgh)ürbiger ! — §a ! bag f^ai gut ge* 5 
tl^an. 3Jlein SSIut ift in SBattung gelommen. 3d^ fü^Ie mid^ 
anberS unb Beffer. 

eianbia (eiiigft unb bcforgt). ©Ott-! §err ©raf — Sd^ l^ab' 
einen l^eftigen SBorttoed^fel gehört. — gl^r ©efid^t glül^et. 
SBa« ift borgefatten? 10 

^pianu 3txä)% gnäbige grau, gar nid^tg. 2)er Äammer« 
l^err aJlarinetti ^at mir einen großen ®ienft erliefen. ®r 
l^at mid^ beö ©angeg jum $ßrinjen überl^oben. 

eiattbia. 3n ber %^at^. 

Optant SBir lönnen nun um fo biel frül^er abfahren. 15 
3^ gel^e, meine Seute ju treiben, unb bin fogleid^ lieber 
l^ier. ©milia toirb inbe« aud^ fertig. 

dlanhia* Äann id^ ganj rul^ig fein, §err ©raf? 

flppianu Qiaxii x\x\)xq, gnäbige ^^rau. (eie se^t herein unb 

er fort.) 20 



S>le ©cene : ein SSorfaal auf bctn üuftjd^toffc bce ^ringen. 



€rfter 2tuftrttt. 

S)er 5prtn3. aJlartnelli. 

äRoviitelH* Umfonft; er fd^lug bie angetragene (Sl^re mit 
ber größten 3Serad^tung an^, 

^er^riiiä. Unb fo Bleibt eg babei? 60 gel^t e§ bor 
fxd^? ©0 lüirb ßmilia nod^ l^eute bie ©einige? 
5 SWctinetti» 2Iffem Slnfe^en nad^. 

^er Britta, ^d^ berfjjrad^ mir bon 3^^^"^ (Sinfalle fo 

biel ! — 2ßer toei^, toie albem ©ie fid^ babei genommen. — 

SDBenn ber Stat eineg 2:i^oren einmal gut ift, fo mu^ il^n ein 

gefd^eiter 9Jlann augfül^ren. 2)ag l^ätt' \ä) bebenlen foHen. 

10 fOlavintUu 3)a finb' id^ mid^ fd^ön belol^nt! 

^er^riiiä* Unb toofür belol^nt? 
* aj^aritteOi. ®a^ id^ nod^ mein geben barüber in bie ©d^anje 
fd^Iagen tooHte. — Site id^ fal^e, ba^ toeber ®rnft nod^ ©^jott 
ben ©rafen betoegen lonnte, feine Siebe ber ßl^re nad^ju« 
15 fe^en, berfud^t' id^ eg, il^n in §arnifd^ ju jagen, 3d^ fagte 
il^m 2)inge, über bie er fid^ berga^. @r ftie^ Seleibigungen 
gegen mid^ an^, unb id^ forberte ©enugtl^uung — unb for« 
berte fie gleid^ auf ber ©tette. — 3^ badete fo : enttoeber 
er mid^, ober id^ i^n. 3^ ^^ • f^ ift ^^^ S^I^ ß^^J \in\ix. 
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Dbet er mid^ : nun, toenn and) ; fo ma^ er fliel^en, unb ber 
5Prinj getoinnt toemgftenS 3^^*- 

^cr^HiQ» ®a« f)ätUn ©ie getl^an, 3Dlartnetti? 

aWcrmettu §a ! man fottt' eg borau§ toiffen, toenn man 
fo ti)ön6)t Bereit ift, ftd^ für bie ©ro^en aufjuoj)fem — 5 
man fottt' e§ borau« toiffen, toie erlenntlid^ fte fein toür* 
ben — 

^et^rittj* Unb ber ®raf? — ©r fielet in bem 3lufe, 
ftd^ fo tttoa^ nid^t jtoeimal fagen ju lajfen. 

SWoniietti. SRad^bem eg fällt, ol^ne gtoeifel. — SBer lann 10 
e« il^m berbenlen? — ®r berfe^te, bafe er auf l^eute bod^ 
nod^ ^\iDa^ SBid^tigerg ju Ü)nn l^abe, afe ftd^ mit mir ben 
§ate ju Bred^en. Unb fo befd^ieb er mid^f auf bie erften 
ad^t 2:age nad^ ber §od^jeit. 

2)er¥rtttj. 3Kit gmilia ©alotti! 2)er ©ebanle mad^tis 
mid^ rafenb ! — darauf liefen ©ie e« gut fein unb gingen 
— unb lommen unb Jjral^Ien, ba^ ©ie 3^^ S^^^w für mid^ 
in bie ©d^anje gef dalagen, fid^ mir aufgeojjfert — 

^ütintUu S33ag tooffen ©ie aber, gnäbiger §err, bad id^ 
toeiter l^dtte tl^un f offen? ao 

^et^riti}« SÖJeiter tl^un? — 31U ob er titoa^ getl^an 
l^ätte! 

äRariitetti Unb laffen ©ie bod^ l^ören, gnäbiger §err, 
toag ©ie für ftd^ felbft getl^an l^aben. — ©ie toaren fo glüdfs 
lid^, fte nod^ in ber Äird^e ju fj)red^en. SBaS l^aben ©ieas 
mit il^r abgerebet? 

^er^riiia immm- 5Reugierbe jur ©enüge! — bie id^ nur 
befrtebigen mu^. — D, eS ging äffe« nad^ SBunfd^. — ©ie 
braud^en fid^ nid^t toeiter ju bemül^cn, mein affjubienftfertis 
ger ^eunb ! — ©ie lam meinem Verlangen mel^r aU f)ah 30 
beg SQBege« entgegen, gd^ l^ätte fie nur gleid^ mitnehmen 
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bütf «t. (Ättit unb befe^ienb.) 3flun toijfcti ©tc, tott« ©IC totffeu 
toollen, — unb lönnen gcl^n ! 

SWcriiicttu Unb lönnen ge^n! — 3^/ i^; b«^ ift bag 
ßnbc bom Siebe! unb toürb' eS fein, gefegt aud^, id^ toollte 
5 nod^ ba« Unmöglid^e berfud^en. — 2)a3 Unmöglid^e, fag' 
id^ ? — ®o unmöglid^ toär' eö nun tool^I nid^t, «^er lül^n ! 
— "SSrnn h)ir bie Sraut in unfetet ©etoalt l^dtten, fo ftünb* 
td^ bafüt, ba^ an^ ber §od^jeit nid^t^ toerben follte: 

^er ^Htts. @i ! toof ür ber SWann nid^t alle« [teilen toiH ! 

10 5Run bürft' id^ il^m nur nod^ ein Äommanbo bon meiner SeiB« 

toad^e geben, unb er legte jtd^ an ber Sanbftra^e bamit in 

ißinterl^alt unb fiele felbft fünf jiger einen ffiagen an unb ri^ 

ein SRdbd^en l^erau«, ba« er im S^rium^l^e mir jubräd^te. 

mmntni g« ift el^er ein SWäbd^en mit ©etoalt entfül^rt 
15 toorben, ol^ne ba^ e« einer getoaltfamen ©ntfül^rung äl^nlid^ 
gefeiten. 

^er ^rittä. SSBenn ©ie ba« ju mad^en toü^ten, fo toürben 
©ie nid^t erft lange babon fd^toa^en. 

äRaritteni. älber für ben Slu^gang mü^te man nid^t (teilen 
ao follen. — @« lönnten fid^ UnglüdEgfälle babei ereignen — 

^er^rlttj. Unb e« ift meine SIrt, ba^ x6) Seute S)inge 
beranthjorten laffe, toofür fxe nid^t lönnen ! 

aWariiietti- Stifo, gnäbiger §err — man ^ört »on weitem 
einen 6<^uB.) §a ! toa^ toax baö ? — §ört' \d) red^t ? — §örten 
25 ©ie nid^taud^, gnäbiger §err, einen ©d^u^ fallen? — Unb 
ba nod^ einen! 

^er^riits. Sa« ift ba«? h)a« giebt'«? 

^avintUu SBa« meinen ©ie tool^I? — SBBie, toann id^ 
tl^ätiger toäre, al« ©ie glauben? 
30 ^er^wiiä. 3:i^ätiger? — ©o fagen ©ie bod^ — 

^aritteai« Äurj: toobon id^ gef))rod^en, gefd^iel^t. 
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2)cr Britta. 3ft e« möglid^? 

WlatintUu 3l\xx öetgcjfen ©ie nid^t, 5prinj, tocffen ©ic 
mid^ eben berjtd^ett. — 3^ ^^^^ nod^mafö gl^r SBort 

^er ^riös. SIber bie Stnftalten finb bod^ fo — 

WtavintUi. Stfe jte nur immer fein lönnen ! — 2)ie SKuS« 5 
fü^rung ift Seuten anvertrauet, auf bie id^ mid^ berlaffen !ann. 
2)er SBeö gel^t l^art an ber $ßlanfe beö 3:iergarten§ tjorbei. 
3)a lüirb ein 3:eil ben SBagen angefallen l^aben, gleid^fam 
um i$n ju ))Iünbem. Unb ein anberer S^eil, toobei einer bon 
meinen Sebienten ift, toirb an^ bem 3:iergarten geftürjt fein, 10 
ben angefallenen gleid^fam jur §ilfe. SBäl^renb beg ^anb* 
gemengeS, in baö beibe Steile jum ©d^ein geraten, foll mein 
Sebienter ©milien ergreifen, alg ob er fie retten loolle, unb 
burd^ ben 2:iergarten in baS ©d^Io^ bringen. — ©0 ift bie 
Slbrebe. — SBag fagen ®ie nun, $ßrinj ? 15 

«Der ¥^^«5. ©ie überrafd^en mid^ auf eine fonberbare 3lrt^ 
— Unb eine S3angig!eit überf äfft mid^ — matiMva tritt an bas 
Seniler.) SBomad^ fe^eu ©ie? 

äRarineOi. 2)al^inau« mu^ eg fein ! — SRed^t ! — unb eine 
5Ka3le lömmt bereit« um bie $ßlanle gefjjrengt ; — ol^ne 20 
3h)eifel, mir ben ©rfolg ju berid^ten. — (gntfemen ©ie fid^, 
gnäbiger §err. 

^er^riiis. 31^, 5Karineffi — 

SRariiietti- 9lun? 9lid^t toa^r, nun f)ah^ id^ ju biel ge* 
tl^an, unb öorl^in ju toenig? 25 

^er ^rtttj. 2)ag nid^t. SIber id^ fel|e bei affebem nid^t 
ah 

matintUu 3lbfel^n ? — Sieber äffe« mit ein« ! — ©e« 
fd^toinb entfernen ©ie fid^. — 2)ie 3Ra«Ie mu^ ©ie nid^t 

fe^en. (a)er ^rins ge^t ah.) 30 
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^toetter JCuftrttt. 

SD^artneUi unb balb barauf Ringel o. 
WlatintUi (ber wiebet nad^ bem genfter ge^t). 2)ott fd^tt bCT SSJa« 

gen langfam nad^ ber ©tabt jurücf. — ©o langfam? Unb 
in jebem ©daläge ein Sebicnter? — 2)a« finb änjeigcn, bie 
mir nid^t gefallen: — bafe bcr ©trcid^ tool^I nur l^alb ge* 

5 langen ift ; — ba^ man einen Sertounbeten gemäd^lid^ jurüi« 
filieret — unb leinen 2:oten. — 2)ie SKaSle fteigt ab. — ' (SiJ 
ift aingelo felbft. 3)er Joffbreifte ! — ©nblid^, l^ier toei^ er 
bie ©d^Iid^e. — ®r toinft mir ju. @r mu^ feiner ©ad^e 
getoi^ fein. — §a, §err (Sraf, ber ©ie nid^t nad^ SWajfa 

10 toottten unb nun nod^ einen tocitem SBeg muffen ! — SBer l^atte 

©ie bie 3lffen fo fennen geleiert? Onbem er nadf ber XPre lügest) 

Sa tool^I fmb fie ^ämifd^. — 9iun, Stngelo ? 

9(ngel0 (ber bie TOaSfe obfienommen). Raffen ©ie auf, §err 

Äammerl^err ! Tlan mu^ fte gleid^ bringen. 
15 Tlatintm. Unb toie lief e« fonft ab^. 

Äiigelo. 3d^ benfe ja, red^t gut. 

maxintUu SBie ftel^t e8 mit bem (Srafen? 

«ttgeto. 3" bienen ! ©o, fo ! — 3lber er mu^ SBinb 
gel^abt l^aben. 2)enn er toar nid^t fo ganj unbereitet. 
20 aRnrineQi. ©efd^toinb fage mir^ toad bu mir )u fagen 
f)a\tl — Sft er tot? 

Slttgelo. @g tl^ut mir leib um ben guten §erm. 

a^arinetti. 3lnn ba, für bein mitleibige« §erj ! («lejt i^m 

einen 3)eutel mit ®o(b.) 

25 Sdtgelo. SSoQenbS mein braber 9iicoIo! ber baS S3ab mit 
beja^Ien muffen. 
maxxntUi. ©o? aSerluft auf beiben Seiten? 
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Äögelo. ^6) lönnte deinen um ben cl^rUd^en 3u«Ö^«J 

DB mit fein %0\> fd^On ba§ (inbem er bcn »eutcl in ber ^onb wieget) 

um ein Sierteil berbeffert. 3)enn id^ bin fein ßrbe, toeil id^ 
il^n geräd^et l^abe. S)a§ ift fo unfer ®efe$: ein fo gutes, 
mein' id^, ate für S^reu unb t?teunbfd&aft je gemad^t Sorben. 5 
©iefet Slicolo, §ert Äammer^err — 

matmtUu 5Kit beinem 5RicoIo ! — 3lber ber ®raf, ber 
®raf — 

«iigelo« Sli^ ! ber ®raf l^atte il^n gut gefaxt. 2)afür 
f a^t' id^ aud^ toieber ben ®raf en ! — @r ftürjte ; unb toznn 10 
er nod^ lebenbig jurüdE in bie Äutfd^e lam, fo ftel^' x6) bafür, 
ba^ er nid^t lebenbig toieber l^eraus!5mmt* 

anarittetti* SBenn baö nur getoi^ ift, 3lngeIo. 

9itge(o* 3d^ lüitt ^Ijxt Äunbfd^aft verlieren, toenn e« 
nid^t gelüi^ ift ! — §aben ©ie nod^ toa« ju bef eitlen ? ^tnn 15 
mein 2Beg ift ber toeitefte: toir Motten ^eute nod^ über bie 
®renje. 

matintm. ©0 gel^! 

9it0e(o. SBenn toieber toaS borfättt, §err Äammerl^err, 

— ©ie toiffen, too id^ ju erfragen bin. SBaö fid^ ein anbrer 20 
)u tl)\m getrauet, toirb für mid^ aud^ feine §ejerei fein. Unb 
bittiger bin id^ atö jeber anbere. (©e^t ob.) 

anarinetti* ®ut ba«! — 3lber bod^ nid^t fo red^t gut. 

— $ßfui, 3lngeIo ! fo ein Änitfer ju fein ! ®inen jtoeiten ©d^u^ 
toäre er ja tool^I nod^ toert getoefen. — Unb toie er fic^ 25 
toietteid^t nun martern mu^, ber arme ®raf ! — $fui, Slngelo ! 
2)a3 l^ei^t fein §anbtoerf fe^r graufam treiben — unb ber« 
J)fufd^en. — 3lber babon mu^ ber $ßrinj nod^ nid^tg toiffen. 
@r mu^ erft felbft finben, toie juträglid^ i^m biefer 3:ob ift. 
*- ®iefer 2:ob! — S33ag gab' id^ um bie ®etoi^^eit ! — 33 



48 €mtlta (Saloiii. 

Dritter 2tuftrttt* 

©er ^ßrlng. 3RaxincUU 

^er ?Pnii§» ®ott lömmt fte bic Slttcc l^crauf. ©ic eilet 

bor bem SSebientcn l^er. 3)ie fjurd^t, toie e§ fd^einet, be« 

pgelt il^re gü^e. ©ie mu^ nod^ nid^t« argtool^nen. ®ie 

glaubt fid^ nur bor ^'dvbtm ju retten. — SIber toie lange 

5 lann baö bauem ? 

9)^arinettt. ©o l^aben toir jte bod^ für« erjie. 

^et ^riiiä» Unb toirb bie 3Jlutter fte nid^t auffud^en? 
SSBirb ber ®raf il^r nid^t nad^Iommen? SSBaS fxnb toir al«« 
bann toeiter ? SBie fann id^ jte il^nen borentl^atten ? 
lo a^arinetti. 3luf baö alle§ toei^ id^ freilid^ nod^ nid^t« ju 
antworten. 3lber toir muffen feigen, ©ebulben ©ie ft^, gnäbiger 
§err. ®er erfte ©d^ritt mu^te bod^ get^an fein — . 

^er^Hits. SBoju? tütnn toir il^n jurüdEtl^un ntüffem 

^axintUl aSielleid^t muffen toir nid^t. — 2)a finb tau» 
15 fenb 3)inge, auf bie fid^ loeiter fu^en lä^t. — Unb bergeffen 
©ie benn bag aSomel(>mfte ? 

^tx^xln^. SSBie fann id^ bergeffen, tooran id^ ftd^er nod^ 
nid^t gebadet ^abe? — 35ag 3Somel^mfte? toa« ift bag? 

a^tariiteai. 2)ie Äunft, ju gefallen, ju Überreben, — bie 
ao einem ^rinjen, loeld^er liebt, nie feiltet. 

^er^rtiQ» 5Rie fel^Iet? Slu^er, too er fte gerabe am 
nötigften brandete. — 3^ ^^^^ bon biefer Äunft fd^on l^eut* 
einen ju fd^Ied^ten 3Serfud^ gemad^t. SDlit alten ©d^meid^eleien 
unb Beteuerungen lonnt' id^ il^r aud^ nid^t ein SBort au«s 
85 Jjreffen. ©tumm unb niebergefd^Iagen unb jittemb ftanb fie 
ba, loie eine SSerbred^erin, bie il^r S^obegurteil l^öret. 3l^re 
Slngft ftedCte mid^ an, id^ gitterte mit unb fd^Io^ mit einet 
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Sitte um aSergcbung. Äaum getrau' td^ mir, jtc toiebcr an= 
jurcben. — Sei il^rem ßintritte hjenigfteng toag' id^ e« nid^t 
ju fein, ©ie, 3D?arineffi, muffen fie emj^fangen. gd^ toill 
^ier in ber 3fläl^e l^ören, h)ie e« abläuft, unb lommen, toenn 
id^ mid^ mel^r gefammelt l^abe. 5 



ütcrtcr Jtuftrttt. 

SRatineUi unb balb barauf beffen Sebienter Sattifla mit Smtlten. 

^atintUu SSBenn fte il^n nid^t felbft ftürjen gefeiten — 
Unb baS mu^ fte tool^I nid^t, ba fie fo fortgeeilet — ©ie 
lömmt. 2Iud^ id^ toitt nid^t ba^ erfte fein, h)a8 il^r l^ier in 

bie ^UQtn f aQt. (®t aie^t "Pc^ in einen äSinlel beS eaaleS jurüd.) 

S3attifita. 3flur l^ier l^erein, gnäbigeg ^äulein. lo 

(Sndlia (auSer atem). 21)^ ? _ 311^ ! — 3d^ banle gl^m, mein 
greunb ; — id^ banf 3^m. — Slber ©Ott, ©ott ! too bin id^ ? 
— Unb fo ganj attein? 2Bo bleibt meine 3Kutter? SSBo blieb 
ber ®raf ? — ©ie fommen bod^ nad^ ? mir auf bem gu^e nad^ ? 

»attifta. 3d^ bermute. 15 

ewtlitt. ®r vermutet? ßr toei^ eS nid^t? @r fal^ fte 
nid^t ? — S3Barb nid^t gar hinter nni gef d^offen ? — 

»attifta. ©efd^offen ? — 5Da§ toäre ! — 

GtttiUa. ©anj getoi^ ! Unb ba§ l^at ben ®raf en ober meine 
5IRutter getroffen. — » 

S3atttfta. 3^ h)iff gleid^ nad^ i^nen auggel^en. 

GtitUia. Sfiid^t ol^ne mid^. — 3d& toitt mit ; id^ mu^ mit : 
lomm 6r, mein ^eunb ! 

^arilteni 0>er pl^U^ l^ersutTitt, als oh er eben ^ereinlSme). 91^, 

gnabigeg ^räulein ! S33aS für ein Unglütf, ober tjielmel^r, toaS «s 
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für ein ®lni, — h>a3 für ein ßlüälid^e« Unglücf öerfd^afft 
ung bie (Sl^re — 

(SmUia (ftu|cnb). SJBie? Sie l^ier, mein §err? — Sd^ Bin 
alfo hjol^l bei 3^^"^« ? — Serjeil^en ©ie, §err Äammerl^err. 
5 SSBir finb öon SRäubern ol^nfem überfallen toorben. 2)a lamen 
ung gute Seute ju §ilf e ; — unb bief er eJ^rlid^e 3Jlann l^ob 
mid^ aug bem SBagen unb brad^te mid^ l^ierl^er, — 3lber id^ 
erfd^redfe, mid^ allein gerettet ju feigen. SWeine SWutter ift 
nod^ in ber ©efal^r. hinter ung toarb fogar gefd^offen. ©ie 

10 ift bietteid^t tot ; — unb id^ lebe ? — 3Serjeil^en ©ie. 3d^ 
mu^ fort ; id^ mu^ toieber l^in, — too id^ gleid^ l^atte bleiben 
foffen. 

TlatintUu Serul^igen ©ie ftd^, gnäbigeS gräulein. 6« 
flehet aUe^ gut ; fie toerben balb bei 3^^^^ f^^^/ *>i^ geliebten 

15 5ßerfonen, für bie ©ie fo öiel järtlid^e SKngft emjjfinben. — 
Snbe«, Sattifta, gel^', lauf : fie bürften bieHeid^t nid^t toiffen, 
too bag gräulein ift. ©ie bürften fte bielleid^t in einem toon 
ben SJBirtfd^aftgl^äufern beS ©arten« fud^en. ©ringe fte un« 
berjüglid^ l^ierl^er. (»atttpo gei^t ah.) 

ao ©militt. ©etoi^? ©inb fie alte geborgen? ift il^nen 

nid^tg toiberf al^ren ? — 311^, toa« ift bief er 2^ag für ein 2:ag 

beS ©d^redfeng für mid^ ! — Slber id^ f ottte nid^t l^ier bleiben ; 

id^ foffte i^nen entgegeneilen — 

WtatintUu SJBoju ba§, gnäbigeö g^^wl^i«? ®i« fi«i> 

25 ol^nebem fd^on ol^ne 3ltem unb Äräfte. ©rigolen ©ie fid^ 
bielme^r unb gerul^en, in ein 3i«^^^i^ i« treten, too mel^r 
SSequemlic^feit ift. — ^^6) toiH toetten, ba^ ber $ßrinj fd^on 
felbft um Sl^re teure, e^rtoürbige 3Jlutter ift unb fte ^f}nm 
jufül^ret. 

30 emilia. SJBer, fagen ©ie? 

WlatintUu Unfer gnäbigfter $rinj felbft. 
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ettilia (Sußeiit BefHlrst). ©et ^rittj? 

9RaHttem. @r flol^ auf bie crfte Slad^rid^t S^ncn ju §ilfe. 
— ®r ift l^öd^ft ergrimmt, ba^ ein fold^c^ 3?erbred^en il^m 
fo nal^e, unter feinen Stugen gleid^fam, l^at bürfen getoagt 
toerben. @r lä^t ben Jl^ätem nad^fe^en, unb il^re ©träfe, 5 
totnn fie ergriffen toerben, toirb unerl^ört fein. 

Gmilia. Der ^ßrinj ! — SBo bin id^ benn alfo ? 

3Rcriitetti »uf ®ofaIo, bem Suftfd^Iojfe be« ^rinjen. 

(Smxlia. SBeld^ ein gufaff ! — Unb Sie glauben, ba^ er 
gleid^ felbft erfd^einen lönne ? — Stber bod^ in ©efefffd^aft 10 
meiner SWutter? 

WlaxtntUi, $ier ift er fd^on. 



fünfter JCuftrtti 

S)cr JPrins. emilla. aRatlnellt. 

S)er *Htt5. SBo ift fte? too?— SBir fud^en ©ie überaff, 
fd^önfteg graulein. — ©ie fmb bod& h>o^I? — 5Run fo ift 
äffe« tool^I ! 3)er ®raf, Sl^re 3Jlutter — 15 

@mUta. 211^, gnäbigfter §err ! too ftnb fte? SBo ift meine 
aWutter? 

2)et ^ritij. 9lid^t toeit ; l^ier ganj in ber 3flä^e. 

^tttilia. ©Ott, in toeld^em 3wftÄ«i>^ hjerbe id^ bie eine 
ober ben anbem bieHeid^t treffen ! ®anj getoi^ treffen ! — 20 
35enn ©ie berl^el^Ien mir, gnäbiger §err — id^ feV eg, ©ie 
berl^e^Ien mir — 

^er ^rittj. giid^t bod^, befte§ gräulein. — (ä^Un ©ie 
mir Sl^ren Slrm unb folgen ©ie mir getroft. 

Qtmiixa (unentfc^ioifen). aber — toenn il^nen nid^t« toiber« 25 
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falzten — tomn meine SttJ^nungcn mtd^ trügen: — toarum 
fmb fte md)t f d^on l^ier ? SBarum lamen fie ntd^t mit Sinnen, 
önäbiger ipert? 
^er ^riiis. ©o eilen ©ie iod), mein ^aulein, alle biefe 
5 ©d^teäenbilber mit ein« berfd^toinben ju feigen. — 

®m\lxa. SBa« foH Xd) tl^Un ? (S)ie ^anbe rinßenb.) 

^er ^riiiä. SSBie, mein ^äulein ? ©ollten ©ie einen 
SSerbad^t gegen mid^ liegen? 
(Smilia (bie vov i^m nieberfftttt). gu 3^^^^ S^^^n, gnäbiget 

lo §err — 

2)er ^Httj (fie aufi^ebenb). ^d^ bin äu^erft befd^ämt. — ^a, 
®milia, id^ berbiene biefen ftummen Sortüurf . — 3Jlein Se» 
tragen biefen SWorgen ift nid^t ju red^tfertigen, — ju ent« 
fd^ulbigen l^öd^fteng. Serjeil^en ©ie meiner ©d^toad^l^eit. 

15 3^ ^'^^^^ ®i^ ^i* feinem ©eftdnbniffe beunrul^igen fotten, 
bon bem id^ feinen Vorteil ju ertoarten l^abe. ^nd) toarb 
id^ burd^ bie fj)rad^Iofe Seftürjung, mit ber ©ie eS anl^örten, 
ober bielmel^r nid^t anl^örten, genugfam Beftraft. — Unb lönnt' 
id^ fd^on biefen 3wf<^tt, ber mir nod^mafe, el^e alle meine 

20 §offnung auf etoig berfd^toinbet, — mir nod^mafö ba3 (Slüdf 
©ie ju feigen unb ju fjjred^en, berfd^afft, fönnt' id^ fd^on biefen 
SufaH für ben SBinf eine« günftigen ©lüäe« erflären, — 
für ben tounberbarften Stuffd^ub meiner enblid^en Verurteilung 
erflären, um nod^mafö um (Snabe flel^en ju bürfen: fo toiH 

25 id^ bod^ — beben ©ie nid^t, mein gräulein — einjig unb 
attein bon gl^rem Sliäe abl^angen. Äein SBort, fein ©eufjer 
fott ©ie beleibigen. — 5Rur fränfe mid^ nid^t gl^r 3Jlifetrauen, 
Sfiur jtoeifetn ©ie feinen Slugenbliä an ber unumfd^ränfteft.en 
©etoalt, bie ©ie über mid^ l^aben. 3flur falle ^i)ntn nie bei, 

30 ba^ ©ie eines anbem ©d^u^eö gegen mid^ bebürfen. — Unb 
nun fommen ©ie, mein ^räutein, — fommen ©ie, too @nt» 
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jüdungcn auf ©ie toartcn, bie ©ie mel^r Kttigen. («r fü^rt ^t, 
ttid^t o^ne strÄuben, ob.) golgcn ©ic uttg, SKttttnetti. — 

a^ariiteai. tJo'tö^" ®i^ w"^^ — i^^^ w^^Ö ^ei^en : folgen 
©ic un3 nid^t 1 — 2Ba3 l^ätte id^ il^ncn anä) ju folgen ? @t 
mag feigen, toie toeit er e« unter öier äugen mit il^r bringt. 5 
— SItteg, toa« td^ ju t^un l^abe, ift, — ju berl^inbem, ba^ 
fie nid^t geftöret toerben. Sßon bem ©rafen jtoar, l^offe id^ 
n\m tDdf)l mi)t 316er bon ber SRutter ; t)on ber 3Rutter ! @$ 
fottte mid^ fel^r tounbem, toenn bie fo rul^ig abg^ogen toäre 
unb il^re 2:od^ter im ©tid^e gelajfen l^ätte. — 9lun, »attifta ? 10 
toad giebt'S? 



Sedjfter 2tuftritt. 

»attijla. ^axinein. 

»ottifta (eüiflft). Die 3Kutter, §err Äammerl^err — 

matintUu 3)ad^t' id&'g bod^ ! — 2Bo ift fie? 

»tttüpa. SEBenn ©ie il^r nid^t juborfommen, fo toirb fie 
ben Slugenblidt l^iet fein. — 3^ ^^^ Q^^ "i^^ toittenS, toie 15 
©ie mit )um ©d^ein geboten^ mid^ nad^ i^t umjufel^en, aU 
x6) il)x ©efd^rei bon toeitem l^örte. ©ie ift ber 2^od^ter auf 
bet ©J)ur, unb too nur nid^t — unferm ganjen Stnfd^Iage ! 
Sttteg, toaS in biefer einfamen ©egenb bon SWenfd^en ift, 1)at 
\x6) um fie berfammelt, unb jeber toiH ber fein, ber il^r ben ao 
SBeg toeifet. Dh man il^r fc^on gefagt, ba^ ber 5prinj l^ier 
ift, ba^ ©ie l^ier finb, toei^ id^ nid^t. — SBag tootten ©ie tl^un? 

3Rarinetti. £a^ fe^en ! — («r üBerießt.) ©ie nid^t ein? 
laffen, totnn fie toei^, ba^ bie 2:od^ter l^ier ift ? — 2)a« gel^t 
nid^t. — greilid^, fie toirb Slugen mad^en, toenn fie ben 25 



54 Cmilta (Saloiil 

SBoIf bei bem ©d^äf d^en fielet. — Stugen ? 3)ag möd^te nod^ 
fein. Stber ber §immel fei unfern Dl^ren gnäbig! — 3bxn 
toa« ? bie befte Sunge erfd^öj)ft fid^, aud^ fogar eine toeiblid^c. 
©ie l^ören alle auf ju fd^reien, toenn fie nic^t mel^r lönnc-rt. 
5 — ®aju, eg ift bod^ einmal bie SWutter, bie h)it auf un* 
feter Seite l^aben muffen. — SIBenn id^ bie 3Kütter red^t 
lenne: — fo tt^oa^ tjon einer ©d^toiegermutter eineö ^prin« 
jen ju fein, fd^meid^elt bie meiften. — 2a^ fie lommen, 
Sattifta, la^ fte lommen ! 
10 »attifJtt. §ören ©ie! l^ören ©ie! 

eittiibia &alotti (tnneri^aib). gmilia ! ®miKa ! 3Jlein Äinb, 
too bift bu? 

SRcrittetti. ®el^, 4Battifta, unb fud^e nur il^re neugierigen 
Begleiter ju entfernen. 



Siebenter 2tuftrttt. 

dlaubta ©alottt. SBatttfla. ^axintlli. 
15 Giiaitbia (bie in bie 3:i^üre tritt, inbem »attifla J^erauSgel^en »iO). Qa ! 

ber l^ob fte au« bem S33agen ! 2)er filierte fie fort ! 3d& 
erlenne bid^. SBo ift fie? ©Jjrid^, UnglüdElid^er ! 

»attific. 2)a3 ift mein 2)an!? 

€(aubia. D, \Dtnn bu 2)anl öerbieneft: (in einem aeiinben 
90 «one) — fo öerjeil^e mir, el^rlid^er 3Rann ! — SIBo ift fte ? — 
Sa^t mid^ fie nid^t länger entbel^ren. SSBo ift fte? 

»attifttt. D, Sl^re ©naben, fte lönnte in bem ©d^o^c 
ber ©eligfeit nid^t aufgel^obner fein. — §ier mein §err toirb 

3l^rc ®naben JU il^r fül^ren. (® egcn einige Seute, welche nod&brinßen »oUcn.) 

«sSurüdf ba! il^r! 
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Tldihx 2tuftritt. 

Claubta ©alotti. aJlartncIU. 

(Slaitbia. 2)ein §err? — («raiidt ben manmiii unb wrt au« 
tütf.) §a! — 3)ag bein §etr? — ©ie l^ier, mein §crr? 
Unb ^ier meine 2^oci^ter? Unb ©ie, ©ie fotten mid^ ju il^r 
füllten? 

^atxntUu SDlit öielem Serönügen, gnäbige grau. 5 

eittttbia. galten ©ie! — ©ben fättt mir eg bei — ©ie 
toaren eg ja — nic^t ? — ber ben ®raf en bief en 5Korgen in 
meinem §aufe auffud^te? mit bem id^ il^n allein lie^? mit 
bem er ©treit befam? 

aKcritieat. ©treit ? — SBa« id^ nid^t toü^te : ein unbe* 10 
beutenber SBorttoed^fel in ^errfd^aftlic^en Stngelegenl^eiten — 

eittttbia. Unb SWarinetti l^ei^en ©ie ? 

matintUl gjlard^efe SKarinetti. 

Q^lanhia, ©0 ift e§ rid^tig. — §ören ©ie bod^, §err 
SWard^efe. — SWarinelli toar — ber 9Jame 3Jlarinetti toar — 15 
begleitet mit einer SSertüünfd^ung — 3flein, ba^ id^ ben ebeln 
SKann nid^t berleumbe ! — begleitet mit feiner SBertoünfd^ung 

— 2)ie SSertoünfd^ung benl' id^ l^inju — 2)er SRame SWari* 
netti toar ba^ le^te SBort beS fterbenben ©rafen. 

fOlatintUl 2)eg fterbenben ®rafen? ©rafen ^ppiani^ 20 

— ©ie l^ören, gnäbige 3^au, hjaö mir in ^^xtx feltfamen 
Siebe am meiflen auffällt. — 2)e3 fterbenben ©rafen? — 
2Bag ©ie fonft fagen tootten, berftel^' id^ nid^t. 

aiaitbia (Bitter unb langfam). 2)er 9lame SWarineffi toar baS 
le^te SSBort beg fterbenben ©rafen! — SSerftel^en ©ie nun? 25 

— 3d^ öerftanb e« erft aud^ nid^t, obfd^on mit einem 2:one 
gefJ)rod^en — mit einem 2^one ! — 3^ ^öre il^n nod^ ! SBo 
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toarcn meine ©inne, ba^ jte btefen 2^on rnd^t fcgletci^ tjer^» 
ftanben ? 

^axxntUu !Run, gnäbige grau? — 3^ ^^^ ^on jel^er 
beg ®rafen ^eunb, fein öertrautefter ^eunb. 3lIfo, toenn 
5 er mid^ nod^ im Sterben nannte — 

©rcttbic» 9Rit bem 2;one ? — ^ä) f ann il^n nid^t nad^s 
al^men ; id^ lann il^n nid^t 6ef d^reiben : ober er entl^ielt aUed ! 
otteg ! — 2Bag ? Siäuber toären eg getoef en, bie ung anfielen ? 

— 5Ulörber toaren e«, erlaufte 5Körber ! — Unb 51Jlarineffi, 
lo 51Jlarineai toar ba« le^te SDßort beS fterbenben ©rafen ! SRit 

einem 2:one ! 

WtaxiutUu aJlit einem 2:one ? — 3ift e8 erl^ört, auf einen 

%on, in einem 3lu0enbIidEe be^ ©djiredteng Demonunen, bie 

ainllage eine« red[|tfd^affnen SKanneg ju grünben? 

15 ©Icttbic. §a, lönnt' ic^ il^n nur öor ©erid^te fteHen, biefen 

2;on ! — ®od^ tüt\) mir ! gd^ Dergeffe barüber meine ^^od^ter. 

— SBo ift fie ? — 2Bie ? aud^ tot ? — 2Ba« lonnte meine %o6)^ 
ter bafür, ba^ 3lJ)J)iani bein geinb toar? 

9)laritteni. 3d^ Derjeil^e ber bangen SWutter. — Äommen ©ie, 
ao gn&bige ^a\x — 3^^^ 2^od^ter ift l^ier, in einem Don ben näd^s 
ften 3i^«^^i^- "«*> ^^^ P^ l^offentlidji Don il^rem ©d^reien 
fd^on ööllig erl^olt. 9Rit ber järtlid^ften ©orgfalt ift ber 5ßrinj 
felbft um fte befd^äftiget — 
aictibic. SEBer ? — SBer felbft ? 
25 aWcriueUl. 2)er ^rinj. 

aiattbia. ®er 5ßrinj? — ©agen ©ie toirllid^ ber 5ßrinj? 

— Unf er ^rinj ? 
aRcriJtcttl. 2BeId^er fonft? 

Slcttbic. 5Run bann! — 3d^ unglücffelige ?IKutter! — 
30 unb il^r SSater ! il^r SBater ! — ßr toirb ben 2;ag il^rer ®eburt 
Derflud^en. @r toirb mid^ berflud^en. 
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SRatUieKU Um be« $immcfe toiHen, ßnäbige fjrau ! SBaiS 
fsat Selten nun ein? 

aitttiMc, ®g tft Hat ! — Sft e« nid^t ? — §cute im Stern« 
ptl I öor ben Slugen ber StUerreineften ! in ber näl^em ©egen« 
Yoaxt beS Stt>i0en ! — begimn bad SubenftüdE ; ha brac^ eS an^ ! 5 
(Ocßctt ben 3»arittem.) §a, 5IJlörbet ! feiger, elenber 5IJlörbet ! 3l\6)t 
taj)fer genug, mit eigner ^anb ju morben, aber nic^tgtpürbig 
genug, ju Sefriebigung eineg fremben Äi^efö ju morben ! mor« 
ben ju laffen ! — abfd^aum affer SKörber ! — SBaS el^rlic^e 
aWörber ftnb, toerben bic^ unter ftd^ nic^t bulben ! ®id^ ! ®id^ ! 10 
— S)enn toarum foff i^ bir nid^t äffe meine ®affe, äffen meinen 
©eif er mit einem einzigen SBorte in« ©eftd^t fj}eien ? — 3)id^ ! 
35id^, Äujj^jler ! 

aRarittellL ©ie fc^tüärmen, gute grau. — 2lber mäßigen 
©ie toenigftenS 3^^ toilbe« ©efd^rei unb bebenfen ©ie, h)o 15 
©ie finb. 

aiaitbta. SBo ic^ bin? Sebenfen, too id^ bin? — SBa« 
lümmert e^ bie ßötoin, ber man bie jungen geraubet, in toeffen 
SBalbeftebrüffet? 

CmiUo (innerhalb). §a, meine 3Kutter! 3d^ l^öre meine« 
aKutter ! 

aiottbio» ^l)xt ©timme? 3)a^ ift fie? ©ie l^at mid^ ge« 
l^ört; fte l^at mid^ gel^ört. Unb id^ foffte nid^t fd^reien? — 
aOäo bift bu, mein Äinb ? gd^ fomme, id^ lomme ! (@te fiürit 

tn baS Qimmtv unb a^arineat i^r m<l^,) 25 



S)lc ©ccnc bleibt. 



(grfter Jtuftrttt 

S)er !Prln8. SWarinettl. 
Ser^titQ (ali aus bem 3immer oon emiUen tontmenb). jtommen 

©ie, 3BarineHi ! ^df tm^ mid) crl^olen — unb mu^ Sid^t öon 
S^nen l^aben. 
aRcrittcni D ber mütterlichen SBut! §a! I^a! ^a! 
5 2)cp ?|8nti§, ©ie lachen ? 

SRcrlttcnü SÖenn ©te gefeiten l^ätten, ^rinj, h)ie tott jtd^ 
l^ter, l^ier int ©aale, bie 3D?utter gebärbete — ©ie l^örten jte 
ja \t>o\)l fc^reien ! — unb toie jal^m jte auf einmal tüarb bei bem 

erften Slnblicfe öon ^^mn $a ! I^a ! — ®a§ toei^ id^ ja 

10 lool^I, ba^ feine SJlutter einem ^ßrinjen bie "SinQtn au^lra^t, 
toeil er il^re 2:od^ter fc^ön finbet. 

2)cir ¥irin§. ©ie ftnb ein f c^led^ter SSeobad^ter ! — 2)ie 
2;od^ter ftürjte ber SRutter ol^nmäd^tig in bie 3lrme. darüber 
öerga^ bie 5IJlutter il^re SBut, nic^t über mir. Sl^re 2:od^ter 
15 fd^onte jie, nid^t mid^, toenn fte eg nid^t lauter, nid^t beutlid^er 
faßte, — toag id^ lieber felbft nid^t gehört, nid^t üerftanben 
l^aben toiH. 
SRcrittcm. SBaiS, gnäbiger $en? 
^cr ?|8rttt§. SBoju bie SSerftellung ? — $eraug bamit. Sft 
90 es toal^r? ober ift e8 nid^t toal^r? 
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SÄcrittcm, Unb tocnn eg benn toärc ! 

2)er «ßrltta. SBcnn e§ bcnn toärc?— 3lIfo ift e«?— ©r 
ift tot? tot? — (bro^enb) 3Jlarincai ! 5Karincat! 

aRtttitteW. 3lm ? 

2)cr ¥Hiis» Sei ®ott ! bei bem aUgered^ten (Sott ! id^ bin 5 
unfd^ulbig an biefem SSIute. — SSSenn ©ie mir öorl^er gefagt 
l^ätten, ba^ e^ bem ®raf en ba« ßeben foften toerbe — 5Rein, 
nein ! unb toenn e^ mir felbft ba« Seben geloftet l^ätte ! — 

mathttUu Söenn id^ ginnen öorl^er gefaßt l^ätte?— Site 
ob fein 2^ob in meinem 5ßlane getoefen toäre ! 3^ ^^^^^ ^^ '^^^ ^o 
Slngelo auf bie ©eele gebunben, ju üerl^üten, ba^ niemanbem 
Seibe« gefd^äl^e. @g loürbe aud^ ol^ne bie geringfte ©etoalt* 
t^ätigfeit abgelaufen fein, tüixin [xd) ber ®raf nid^t bie erfte 
erlaubt l^ätte. ®r fd[|o^ Änatt unb %aü ben einen nieber. 

2)cr Britta» SBal^rlid^, er l^ätte fotten Bpa^ öerftel^en ! 15 

aWonncÄü 2)a^ Slngelo fobann in SBut lam unb ben 2^ob 
feineg ©efäl^rten räd^te — 

2)ep Britta, %xtxlxä), ba§ ift f el^r natürlid^ ! 

aWcrittelli. ^ä) \)aV e^ il^m genug öertoiefen. 

^er ¥pi»a^ 3Serh)ief en ? SBie freunbfd^aftlidji ! — SBamen 20 
©ie il^n, ba^ er fid^ in meinem ®ebiete vixi)t betreten lä^t. 
SBlein 3Sertt)ei^ möd^te fo freunbfdjiaftlid^ nic^t fein. 

aRoHtietti» Siecht too^I ! — gd^ unb Slngelo, SSorfa^ unb 
3uf all : alle^ ift ein§. — S^ax toarb e« üorau« bebungen, 
gtoar loarb e^ öoraug öerf^)rod^en, ba^ feiner ber UnglüdfSs 25 
fälle, bie fid^ babei ereignen fönnten, mir ju fd^ulben lommen 
fotte — 

^cr Britta» ®ie fid^ babei ereignen — fönnten, fagen ©ie ? 
ober foUten? 

aWcrincUi» gw^w^^^^ ^^ff^^ ! — 3)od^, gnäbiger §en, — el^e 30 
©ie mir eg mit bem trodfnen Söorte fagen, toofür ©ie mid^ 
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I^alten — eine einjige SSorftettung ! 2)er %oi be8 ®raf en tjl 
mir nid^t« toeniger afö gleichgültig. 3^ ^^^^ ^^^ au^gefor« 
bert ; er toar mir ©enugtl^uung fd^ulbig ; er ift ol^ne biefe au3 
ber SBelt gegangen, unb meine ßl^re bleibt beleibiget. ®efe|t, 
5 id^ üerbiente unter jjeben anbem Umftänben ben SSerbad^t, ben 
Sie gegen mid^ liegen : aber aud^ unter biefen ? — (anit einer 
onflenommenen ^i^e.) S33er baä öon mir beulen lann ! — 

^cr ^ßrittj (nac^geöenb). 3flun gut, uuu gut — 

aRarineAt. ®a^ er nod^ lebte ! D, ba^ er noi) lebte ! Sitten, 
10 alleg in ber S33elt tooHte id^ barum geben — (Bitter) felbft bie 
®nabe meinet 5ßrinjen, — biefe unfd^ä^bare, nie ju öerfd^er« 
genbe ®nabe — toottt' ic^ brum geben! 

^cr ^ßrltta. 3^ üerfte^e. — 3t\xn gut, nun gut. ©ein 2^ob 
tüar 3iif<*tt/ bloßer S^^aü, ©ie Derfid^em eg, unb id^, id^ 
15 glaub' e«. — Stber tüer mel^r? Slud^ bie SWutter? äud^ 
emilia? — 3lud^ bie SBelt? 

Syiarinetti (lait). ©d^ioerlic^. 

2)er Iritis. Unb tocnn man e« nid^t glaubt, toaS toirb man 

benn glauben ? — ©ie jucfen bie 3ld[ifel ? — ^f)xtn Slngelo 

2o toirb man für ba§ 9Berljeug unb mid^ für ben 2^bäter l^alten — 

aRorltteHi (noc^ laiter). SBal^rfc^einKd^ genug ! 

^cr ^riiiä. 3Jlid^ ! mid^ felbft I — Ober id^ mu^ bon ®tunb 
an alle Slbftd^t auf @milien aufgeben — 

SRcrinetti «»c^n ßieic^öüitig). 2Bag ©ie aud^ gemußt l^ätten — 
25 tüenn ber ®raf nod) lebte. — 

^Cr *ßriJtä (^cftiß. oöer fi* fllci* toieber faffenb). SWarinelli ! — 3)od^, 

©ie follen mic^ nid^t toilb mad^en. — @g fei fo — (£« ift f o ! 
Unb ba§ iDoIIen ©ie bod^ nur fagen : ber %ot> be« ®rafen ifl 
für mid^ ein ®IüdE — baS größte ®Iüdt, toag mir begegnen 
30 fonnte, — ba§ einzige ®Iüdf, trag meiner Siebe ju ftatten lom« 
men fonnte. Unb aU bicfeö, — mag er bod^ gefd^el^en fein. 
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tote er toitt! — (Sin ®raf mel^r in berSöelt ober toeniger! 
S)enle id^ S'&w^« fo ted^t? — 2^oj)^)! aud^ id^ erfd^redfe öor 
einem fleinen Serbred^en nid^t. 9lur, guter greunb, mu^ e^ 
ein fleineg ftitteg SSerbred^en, ein fleineg l^eilfameS SSerbred^en 
fein. Unb feigen ©ie, unfere« ba toäre nun gerabe toeber ftiHe s 
nod^ l^eilfam. ßg l^ätte ben 2öeg jtoar gereiniget, aber ju« 
gleid^ gef^errt. ^ebemtann toürbe ed und auf ben ^o^f ju« 
fagen, — unb leiber l^ätten toir e§ gar nid^t einmal begangen ! 
— 3)a8 Hegt bod^ tooffl nur blo^ an ^l^ren toeifen, tounber» 
baren Slnftalten? » 

aWcrittctti. aOäenn @ie fo befel^Ien — 
^er «riua* SBoran fonft? — ^d^ toill SRebel 
IRitYineHi. @$ lömmt mel^r auf meine Sled^nung, \oai nid^t 
barauf gel^ört. 
^cr ^rliis. Siebe toiH id^ ! is 

9)larineni. Slun bann! SDSa« läge an meinen 3lnftalteh, 
. ba^ ben ^ßrinjcn bei biefem UnfaHe eii fo fid^tbarer 3Serbad^t 
trifft? — ain bem 3Jleifter|ireid^e liegt basf, ben er felbft meinen 
änftalten mit einjumengen bie ®nabe l^atte. 
^er^ßHua. 3d^? ao 

tRcrittclK. ®r erlaube mir, il^m ju fagen, ba^ ber ©d^ritt, 
ben er l^eute morgen in ber Äird^e getl^an, — mit fo vielem 
Slnftanbe er il^n aud^ getl^an, — fo unöermeiblid^ er i^n aud^ 
tl^un mu^te — ba^ biefer ©d^ritt bennod^ nid^t in ben 3:anj 
gel^örte. 25 

^er ^rittü. SBag Derbarb er benn and) ? 
SRartitem. ^xtxlxä) nid^t ben ganjen 2;anj, aber bod^ üori^o 
ben SCalt. 
^er«rltt§. §m! SSerfte^' id^ ©ie? 
aWcriiteW. Sllfo, lurj unb einfältig. 2)a id^ bie ©ac^e 30 ' 
übemal^m, nid^t toal^r, ba tou^te @mUia Don ber Siebe be^ 
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5ßringen tiod^ mdjitiS? ©nrilien« SRuttcr nod^ tocmger. SJBenn 
id^ nun auf btef cn Umftanb baute ? unb ber 5ßrinj inbe« bcn 
(Srunb meincg ©ebäubeg untergrub ? — 

^Cr ^ßrttta (n* tjor bie ©tirnc f(^laßenb). SBertOÜnf d^t ! 

5 aRcrincUl. SBenn er e^ nun felbft »erriet, toa« er im 
©djlirbe fü^re? 

^cr ^rittj, Serbammter ©infaH ! 

3Rariiteni. Unb toenn er eS nid^t felbft öenaten l^ätte ? — 
2:raun ! 3^ ntöd[|te bod[i toiffen, au« toeld^er meiner 3lnftalten 
loSWutter ober 2;od^ter ben geringften 3lrgh)ol^n gegen il^n 
fd^ö^)fen lönnte? 

^er $ntij(. 2)a^ ®ie red^t l^aben ! 

äRaristeni* ®aran tl^u' id^ freilid^ fel^r unred^t — ©ic 
toerben üerjeil^en, gnäbiger $err. — 



^toetter Jtuftritt* 

©ottiflo. 2)cr ^Prinj. SWorineltl. 

15 Sattiftc (eiiiflft). Qhtn lömmt bie ©räfin an. 

2)cr?|8rina» 3)ie ®räfin? SBa« für eine ®räfin? 
»cttiftc. Drfma. 

2)er¥nna, Drfina? — 3Rarineai! — Drftna? — 3Jla* 
rinetti I 
20 gjicrittetti. 3^ erftaune barüber nid^t Weniger aU ©ie 
felbft. 

2)er »Britta» ®e^, lauf, 33attifta: fte fott nxi)i auSfteigen. 

3d^ bin nid^t ^ier. ^6) bin für fie nid^t l^ier. ©ie foll augen^ 

blidflid^ lieber umfe^ren. ®el^, lauf ! — (»attifia ße^t o6.) Sffiaö 

astoiff bie 3länin? 2Ba« unterftel^t fte ftd^? 2Bie toei^ fte. 
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ba^ h)ir l^icr ftnb ? ©otttc fie tool^I auf Äunbfc^aft lommen ? 
©ottte fie tool^I f d^on cttoa« öcmommcn l^abcn ? — 31^, 3Jlari* 
ncHt I ©0 rebcn ©ie, fo antworten ©ie bod^ ! — 3ft ^^ telei* 
biget, ber 5Kann, bcr mein g^reunb fein toitt ? Unb burdji einen 
elenben 2Sorth)ec^fel beleibiget? ©ott ic^ il^n um aSerjeil^ung 5 
bitten? 

aRameUt. 311^, mein 5ßring, fo balb ©ie toieber ©ie finb, 
bin id^ mit ganjer ©eele toieber ber S^^ge ! — 2)ie Stniunft 
ber Drfina ift mir ein Siätfel, toie ^f)Vim. 3)oc^ abtoeifen toirb 
fte fc^toerlid^ [li) laffen. SBa« toollen ©ie t^un? 10 

^e? ^^^itta» ©i« burd^aug nid^t fj)red^en, mid^ entfernen — 

SRcrittctti» SBol^Il unb nur gefd^toinb. 3^ toitt fte em« 
J)f angen — 

^cp ^rtttä, 3lber blo^, um fie gelten ju l^ei^en. — SOSeiter 
geben ©ie mit il^r fid^ nic^t ab. SBir ^aben anbere 3)inge 15 
^ier ju tl^un — 

3JioriJtetti» 5Rid^t bod^, 5ßrinj! ®iefe anbem 3)inge ftnb 
getl^an. gaffen ©ie bod^ 5Dlut! 2Bag nod^ fe^lt, lömmt 
ftd^erlid^ öon felbft. — 2lber l^ör' id^ fte nid^t f d^on ? — Qüm 

©ie, 5ßrinj 1 — 2)a (auf ein Äabtnctt jeiflenb, in welches fld^ ber ^ßrins ao 

begiebt), toeun ©ie iDoIIen, toerben ©ie un§ l^ören lönnen. — 
3d^ fürd^te, id^ fürchte, fte ift nic^t ju il^rer beften ©tunbe 
auggefal^ren. 



Dritter Jtuftrttt^ 

2)ic ©rftfin Drfina. ÜRarinelll. 
Orflna (o^ne ben SKarineai anfang« au erblidfen). SBaÖ ift baö ? — 

Siiemanb lömmt mir entgegen, au^er ein Unöerfd^ämter, ber 25 
mir lieber gar ben ©intritt Dertoeigert l^ätte ? — ^6) bin boc^ 
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ju S)of alo ? 3" k^^ 3)ofaIo, too ntir fonft ein ganje^ §eet 
gcfd^äftiger Slugenbicner cntgegcnftürjtc ? too mid^ fonft Siebe 
unb (Sntjüden erwarteten ? — ®er Drt ift e« : aber, aber ! — 
©tel^* ba, SWarineHi! — SRec^t gut, ba^ ber 5ßrinj ©ie mitge* 
5 nommen. — 3lein, m(i)i gut ! SBaö ic^ mit il^m au^jumac^en 
l^ätte, l^ätte \6) nur mit il^m au^jumadjien. — S33o ift er? 

^atintUl 3)er 5ßrinj, meine gnäbige ßJräfin? 

Orfltio» S33er fonft? 

aRarhteHi ©ie Vermuten il^n alfo ^ier? tpiffen il^n ^ier? 
10 — gr toenigften« ift bie ©räfin Drftna l^ier nic^^t Der* 
mutenb. 

Orfttic, Slid^t? ©0 l^at er meinen ©rief l^eute morgen 
ntd^t erl^alten? 

fWcrineni. 3^ren S5rief ? 35ocl^ ja ; xd) erinnere mid^, ba^ 
15 er eine^ Snefeö üon ^^ntn ertoäl^nte. 

Drfmc» 31x1X1^ l^abe ic^ i^n nic^t in biefem ©riefe ouf 
l^eute um eine S^fammenlunft l^ier auf ^ofalo gebeten? — 
ß« ift toal^r, e« ^at il^m nid^t beliebet, mir fd^riftlid^ gu ant* 
toorten. 3lber ic^ erful^r, ba^ er eine ©tunbe barauf toirflid^ 
90 nad^ Sofalo abgefahren, ^ä) glaubte, ba« fei 3lnttoort8 genug, 
unb id^ lomme. 

anariiteHi. Sin fonberbarer S^f^^ 

DrfiJttt. 3"f ^J^ ? — ®i^ V^^^^ i<^/ ^öfe ^^ üerabrebet toor« 

ben. ©0 gut aU Derabrebet. SBon meiner ©eite ber Srief, 

«5 t>on feiner bie 2:i^at. — SBie er ba ftel^t, ber §err SWarc^efe! 

S33ag er für Äugen mad^t! SESunbert fid^ ba« ©e^imc^en? 

unb toorüber benn? 

aRcriiteUi. ©ie fd^ienen geftem fo loeit entfernt, bem 5Prin< 
Jen jemate lieber öor bie Säugen ju lommen. 
y) Drfmtt. Seffrer Siat fömmt über 5Rad^t. — SBo ift er? 
too ift er? — SBa« gilt'«, er ift in bem 3in^tner, too i(^ bad 
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(Sequiefe, baö ©efreif d^e l^örte ? — 3^ hoffte l^erein, unb ber 
©deutle t)om Sebicnten trat Dor. 

JWltttittetti. 3Meinc liebfte, befte ©räfin — 

Otfittc» @g toar ein toeiblic^e« ®efreifci[ic. SBa4 gilt'«, 
SKarincHt ? — D fagcn Sie mir bod^, fagen ©ie mir — toenn 5 
id^ anberg gi^re liebfte, befte ßJräfin bin — SSerbammt, über 
ba§ iQoföefd^mei^ ! ©0 Diel SSBorte, fo öiel Sügen ! — 5Run, 
tpag liegt baran, ob ©ie mir eö üoraugf agen, ober nid^t ? 3^^ 
toerb' eg ja tool^I feigen, (©m sJ^cn.) 

WlaxintU' (ber ne surttd^äit). SSol^in? 10 

Orfitta* SBo id^ längft fein follte. — Genien ©ie, ba^ eS fd^idf« 
lid^ ift, mit ^l^nen l^ier in bem 3Sorgemad^e einen elenben ©d^nidf* 
f d^nadf ju l^alten, inbeg ber 5ßrinj in bem ® emad^e auf mic^ toartet ? 

fBtaxintUl ©ie irren fxd), gnäbige ©räfin. ®er ^rinj 
ertoartet ©ie nid^t. 2)er 5ßrinj lann ©ie l^ier nid^t f})rec^en, 15 
— toiH ©ie nid^t fj)red^en. 

Drfitta* Unb h)äre bod^ l^ier? unb toäre bod^ auf meinen 
»rief ^ier? 

matintUu 3lxi)t auf S^ren Srief — 

Dtfttto* 3)en er ja erl^alten^ fagen ©ie — ao 

SRarittefli« Srl^alten, aber nid^t gelefen. 

Drfwa (^eftiö). 3fiid^t gelefen ? — (mnh&c j^em«.) 3lxd}t ge* 

lefen ? — (9Bel^mfitiii unb eine S^rftne aui bem Vuge toifc^cnb.) 92id^t ein* 

mal gelefen? 

matintUu 3lu§ S^tttmn^, toei^ id^. — SRid^t aug SSer« 25 
ad^tung. 

Orftua (noij). aSerac^tung ? — 2öer benft baran ? — SBem 
braud^en ©ie ba« ju fagen ? — ©ie ftnb ein unöerfd^ämter 
2:röfter, gKarinettü — aSerad^tung! SSerac^tungl SDlid^ üer« 

ad^tet man aUC^ ! mid^ ! — (®elinber, m aum Xonc ber ©e&wemtut.) 30 

gfreilid^ liebt er mi(^ nid^t mel^r. ®ag ift auggemad^t. Unb 
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an bie ©teile bet Siebe trat in feiner ©eele etioag anber«. 
®a« ift natürlidji. 3lber n>arum benn eben SBerad^tung ? ©8 
braucht ja nur ©leid^gültigleit ju fein. 5Rici^t toal^r, SWarineHi ? 
9)laritte0i. SlUerbing«, allerbingg. 
5 Dtfmo «ö^nifc^). Slfferbingg? — D beS toeifen 3Ranne«, 
ben man fagen laffen lann, lt)aS man toill ! — ©leid^gültigleit! 
©leid^gültigleit an bie ©teile ber Siebe ? — 3)ag l^ei^t, nici^t« 
an bie ©tette üon ettoag. 35enn lernen ©ie, naci^j)Iaubembe^ 
iQofmänndjien, lernen ©ie üon einem 9Beibe, ba^ ©leid^gültig» 

loleit ein leereS S33ort, ein bloßer ©d^all ift, bem nid^tg, gar 
nid^tg tnt^pxx^t ©leid^gültig ift bie ©eele nur gegen ba«^ 
tooran fie nid^t beult, nur gegen ein ®ing, ba§ für fte fein 
3)ing ift. Unb nur gleid^gültig für ein ®ing, baS lein 2)ing 
ift, — ba« ift fo öiel aU gar ni(^t gleid^gültig. — 3ft bir ba« 

15 ju l^od^, SKenfd^ ? 

aWortitctti (oor fi(^). D \ütf)l h)ie tpol^r ift eö, toa« id^ 
fürchtete. 
Dtfittc. 2Bag murmeln ©ie ba? 
3)lotitteni» Sauter Setounberung ! — Unb toem ift eö nid^t 

ao belannt, gnäbige ©rdfin, ba^ ©ie eine 5ßl^iIofo^)^in finb 

Drfttttt. 3iid^t toal^r? — ga, ja, id^ bin eine. — 2lber l^abe 

id^ mir e§ i|t merlen laffen, ba^ ic^ eine bin? — D j)fui, 

toenn id^ mir e^ l^abe merlen Iaf[en, unb \Dtnn xd) mir eg öfterer 

l^abe merlen laffen ! 3ft ^^ i^ol^I nod^ SBunber, ba^ mid^ ber 

25 ?5rinj öerad^tet ? S33ie fann ein SKann ein ®ing lieben, ba« 
il^m jum S^ro^e aud) beulen toitt? ©in grauenjimmer, ba« 
beulet, ift ^htn fo e!el al§ ein SKann, ber ftd^ f d^minlet. Sad^en 
foU e«, nid^tg afö lad^en, um immerbar ben gcftrengen §erm 
ber ©d^öj)fung bei guter Saune ju erl^alten. — 5Run, toorüber 

30 lad^' id^ benn gleid^, 3JlarineUi ? — 2ld^, ja tool^I ! Über ben 
3ufall! ba^ id^ bem 5ßrinjen fd^reibe, er foll nad^ 2)ofaIo 
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lommen ; ba^ bcr 5ßrinj meinen 33rief nid^t liefet, unb ba^ er 
bod^ nad) 3)ofaIo lömmt. §a ! I^a ! I^a ! SÖal^rlid^ ein fonber* 
barer B^fatt ! ©el^r luftig, f el^r närrifd^ ! — Unb ©ie lachen 
nid^t mit, 5iJlarinetti ? — SKitlad^en lann ja h)o^I ber geftrenge 
§en ber ©d^öj)fun0, ob toir arme ®efd^öj)fe gleich ni^t 5 
mitbenlen bürfcn. — (emft^aft unb Befe^ienb.) ©0 lad^en ©ie 
bod^! 

WlatintUu ®Uxd), gnäbige ©räfin, gleid^! 

Oxfim. ©todf! Unb barüber gel^t ber SlugenblidE Vorbei. 
Stein, nein, lad^en ©ie nur nid^t, — 3)enn feigen ©ie, SKarineUi, 10 
(no(^benfenb bis jur g^ü^rung) toa« mid^ fo l^erjUd^ ju Ittd^eu mad^t, 
baS l^at aud^ feine emftl^afte — fel^r emftl^afte ©eite. SBie 
atte« in ber SEBelt ! — Sufatt? ©in ^ufatt toär' eö, bafe ber 
5ßrinj nid^t baran gebaut, mid^ l^ier ju f})red^en, unb mid^ bod^ 
l^ier fj)re^en mu^ ? ©in 3uf «0 ? — ©lauben ©ie mir, SKaris 15 
netti: bad SBort ^ufatt ift ©otteöläfterung. 5Rid^tg unter ber 
©onne ift 3uf all ; — am toenigften baö, tooöon bie Slbfid^t fo Ilar 
in bie Slugen leud^tet. — Slllmäd^tige, allgütige SSorfid^t, öer« 
gieb mir, ba^ id^ mit biefem albernen ©ünber einen S^^aÜ ges 
nennet l^abe, trag fo offenbar bein SBerl, tool^I gar bein uns 20 
mittelbares 2öerl ift ! — (©ams aeöcn sRarincai.) kommen ©ie 
mir unb herleiten ©ie mid^ nod^ einmal ju fo einem 
fjreöel ! 

aRcriuetti (»or m. ®a« gel^t toeit! — 3lber, gnäbige 
©räfin — 25 

DrfiJtc. ©titt mit bem Slber! ®ie aber loften Über« 
legung : — unb mein Äoj)f ! mein ÄoJ)f ! (stc^ mit bcr ^onb btc 
etime ^oitcnb.) — ^Kad^eu ©ie, 5KarineIIi, ma6)in ©ie, ba^ id^ 
il^n balb fj)red[ie, ben 5ßrinjen ; fonft bin ic^ e§ tool^I gar nid^t 
imftanbe. — ©ie feigen, loir follen nni f^)red^en ; loir muffen 30 
und fj)red^en — 
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Vierter Jtuftrttt. 

S)er ^rina. Orfina. SDlarinetli. 
^tX ^ritt^ (inbem er auS bem Kabinette tritt, vor fld^). ^(j^ ntU^ tl^m 

ju iQÜfc lommen. — 

jDtitna (bie i^n erbUctt, aber unentfd^lüfftg bleibt, ob fie auf i^n äugele*» foll) 

§a! ba ift er. 

5 ^tX $titt5 (gel^t quer über ben &aäl, bei i^r vorbei, nad^ ben anbem 
aimntern, o^ne fl<^ im «eben aufjul^alten). ©icl^ ba ! Uttfcte f C^ÖUe ®räfin. 

— SBie fcl^r bebaute ic^, SJlabame, ba^ xä) tntr bie ®^re 
31^teg Sefud^g für l^eute fo toenig ju nu^e mad^en fann! 
3^^ Kn befd^äftiget. ^d) hin nid^t attein. — (£in anbemtal, 
10 meine liebe ©räfin ! @in anbermal. — 3^t l^alten ©ie länger 
ftd^ nid^t auf. 3^ nid^t länger ! — Unb ©ie, 5Karinelfi, id^ 
ertoarte ©ie. — 



fünfter Jtuftrttt. 

Orftna. Ttaxinellu 

fOlüxintUl ^aitn ©ie e«, gnäbige ®räfin, nun Don yfyn 
felbft gel^ört, toaS ©ie mir nid^t glauben toollen? 
15 Drfltttt (»ic betäubt), ^ab* id^? Ij^ab' id^ toirfßd^? 
max'mtUl mxtlxd). 

Drfltttt (mit wü^rung). „^^ bin befd^äftiget. ^i) bin nid^t 
aCein." 3ft bag bie ©ntfdjiulbigung ganj, bie id^ toert bin? 
ffien toeifet man bamit nid^t ab ? ^t)>tn Überläftigen, jjeben 
ao Settier, gür mid^ leine einjige Süge mel^r ? Äeine einjige Heine 
2üge mel^r für mid^ ? — Sef c^äftiget ? toomit benn ? 5Rid^t 
allein ? toer toäre benn bei il^m ? — Kommen ©ie, ÜRarineöi ; 
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aui Sarml^crjtgleit, lieber 51RarineHi! Sügen 6ie mir einei^ 
auf eigene SRed^nung Dor. 5D3ag loftet ^l^nen benn eine Süge ? 

— S33a§ \)at er ju tl^un ? S33er ift bei il^m ? — ©agen ©ie 
mir ; fagen ©ie mir, toag ^\)nzn juerft in ben 9Runb fömmt, 

— unb id^ gel^e. 5 
^üxintUi (cor ftd^). SKit biefer Sebingung lann id^ il^r ja 

tool^l einen 2^eil ber SBal^rl^eit fagen. 

Drftita. 3iun ? ©efd^toinb, SKarineHi, unb id^ gel^e. — @r 
fagte ol^nebem, ber ^rinj: „6in anbermal, meine liebe 
©räfin !" ©agte er nid^t fo ? — ^amit er mir 2öort l^ält, 10 
bamit er feinen SSortoanb l^at, mir nid^t SBort ju l^alten : ges 
fd^toinb, ?IKarinetti, ^\)xt Süge, unb id^ gel^e. 

3)larineni. 3)er ^rinj, liebe ©räfin, ift toa^rlid^ nid^t aHein. 
6§ fmb 5ßerfonen bei il^m, öon benen er fid^ feinen Slugenblidf 
abmüßigen f ann ; 5ßerfonen, bie eben einer großen ©efal^r ents 15 
gangen ftnb. ©er ®raf 3lt)J)iani — 

Drfltttt. SBäre bei il^m ? — ©c^abe, ba^ id^ über bief e Süge 
©ie ertaj)j)en mu^. ©efd^toinb eine anbere. — 3)enn ®raf 
3l^)J)iani, totnn ©ie eg nod^ nid^t toiffen, ift tbtn öon Siäubem 
erfd^offen toorben. 2)er SBagen mit feinem Seid^name begegnete » 
mir furj üor ber ©tabt. — Dber ift er nid^t? §ätte eg mir. 
blo^ geträumet? 

%flanntUl Seiber, nid^t blo^ geträumet ! — 3lber bie anbem, 
bie mit bem ©rafen toaren, l^aben fid^ glüdflid^ l^ierl^er nad^ bem 
©d^Ioffe gerettet : feine S5raut nämlid^ unb bie SKutter ber 25 
Sraut, mit toeld^en er nad^ ©abionetta ju feiner feierlid^en 
SSerbinbung fahren toottte. 

Orfitttt. Sllfo bie? 2)ie finb bei bem ^rinjen? bie Sraut? 
unb bie SWutter ber Sraut? — 3ft bie »raut fd^ön? 

aWiitittent* 3)em ^rinjen gel^t il^r Unfall ungemein nal^e. 30 

Crfttta. 3c^ toitt ^ojfen; aud^ toenn fie l^ä^Iid^ toäre. 
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^tnn xf)x ©d^idfal ift fd^redlid^. — Sltme«, gute« SWäbd^cn, 
eben ba er bein auf immer toerben fottte, tpirb er btr auf 
immer entriffen ! — 2Ber ift fie benn, biefe S5raut ? Äenn' 
id^ fie gar ? — 3^ ^i'^ fo lange au« ber ©tabt, ba^ id^ t)on 
snid^t« toei^. 

WlaxiutUl @d ift @milia ©alotti. 

Drfttic. SBer? — gmilia ©alottt? gmilia ©alotti? — 
SWarinelli ! ba^ id^ biefe 2üge nid^t für SEBaJ^rlj^eit nel^me ! 

aRariitem. SBiefo? 
10 Drfitta. @milia ®aIotti? 

9)larineni* ®ie ©ie fd^toerlid^ fennen toerben — 

Orfitttt* ^o6) ! ioi) ! SBenn e« aud^ nur Don l^eute toäre. 
— Sm @mft, SWarinetti? gmilia ©alotti?— ©milia ©alotti 
toäre bie ungßidflic^e Sraut, bie ber ^rinj tröftet? 
15 SRartttcHi (cor fic^). ©oute id^ il^r fc^on ju üiel gefagt 
l^aben? 

Orfttta* Unb ®raf 3l^)^)iani toar ber Sräutigam biefer 
Sraut? ber eben erfd^offene 3lj)J)iani? 

aRaritteSt. 9lid^t anber«. 

90 Orfttta* SraDO ! O braDO ! brabO ! On bie eänbe fd^lagenb.) 

. aRarittetti 2Bie ba«? 

Drfltttt. Äüffen möd^t* id^ ben 2:eufel, ber il^n baju t)er« 
leitet l^at! 
manntfii. SBen? verleitet? tooju? 
35 Drfwta* 3a, füffen, lüffen möd^t* id^ il^n — Unb toenn 
©ie felbft biefer 2;eufel toären, 5IJlarineIIi. 
äßarittettt. @räfin ! 

Drfitttt. Äommen ©ie l^er! ©e^en ©ie mid^ an! fteif 
an ! äug' in äuge ! 
30 aWcrijtcflt. 5Run ? 

Orptttt, Söiffen ©ie nid^t, toa« idjf beule? 
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WtatintUl SSäie tarn id^ ba«? 

Drftiia» §aben ©ic leinen 3lnteil baran? 

fRarittem. SBoran? 

Orfiiitt. ©d^toören Sie! — Slein, fd^toören ©ie nid^t. ©te 
möd^ten eine ©ünbe meljir begel^en — Ober ja, f d^toören ©ie 5 
nur. ©ne ©ünbe mtf)x ober toeniger für einen, ber bod^ 
öerbammt ift ! — ^aitn ©ie leinen 2lnteil baran ? 

äßoritteni. ©ie erfd^reden mid^, ©räfin. 

CiitJta. ©etoi^? — SRun, 9Karineffi, argtool^net ^f)x qvA^^ 
^txi aud^ nid^td? 10 

mavmtUu SBag? toorüber? 

Drfttttt* SBol^I, — fo lüitt id^ Sinnen tt\oa^ vertrauen, — 
^\oa^, ba« Sljinen jebeg $aar auf bem Äoj)fe ju Serge fträuben 
füll. — Slber l^ier, fo nal^e an ber S^l^üre, möd^te un« jemanb 
Ijlören. Äommen ©ie l^ierl^er. — Unb ! (inbem pc bcn ginger out 15 
ben sRunb legt) §ören ©ie ! ©auj in gel^eim ! ^an^ in geheim ! 

(unb i^ren SRunb feinem Ol^re nähert, als ob fie i^tn juPftem looate, loaft fle aber 

fe^r laut ii^m ju^reiet) 2)er 5ßrinj ift ein aJlörber ! 

äßaditeai. ©räfin, — ©räfin — finb ©ie ganj öon 
©innen ? 30 

€rfl«a. aSon ©innen ? §a ! l^a ! ^a ! («u« ronem <jaife ia<^enb.) 
3d^ bin feiten ober nie mit meinem SSerftanbe fo tool^I ju* 
trieben getoef en ate eben i|t. — S^^^I^f P0/ 9KÄrineffi ; — 
aber e? bleibt unter un? (wfe) ber 5ßrinj ift ein SDlörber ! be^ 
©rafen 3lJ)J)iani aJlörber ! — Den l^aben nid^t 3läuber, ben 25 
l^aben §elfer«l^elfer be? 5ßrinjen, ben l^at ber 5ßrinj umge« 
brad^tl 

äßarittent SßJie lann 31^nen fo eine Slbfd^eulid^leit in ben 
SKunb, in bie ©ebanlen lommen? 

Crfma. SßJie ? — ©anj natürU(^. — ÜJlit biefer (gmilia 30 
©alotti, bie l^ier bei il^m ift, — beren Bräutigam fo über 
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Qal^ über Rop^ jtd^ aui ber SBelt trotten muffen, — mit 
biefer Smilta ©alotti l^at ber 5ßrinj ^^vAt morgen in ber §atte 
bei ben 35ominiIanem ein SangeS unb SreiteS gefjjrod^en. 
35a« toeife id^; baS l^aben meine Äunbfd^after gefe^en. ©ie 

5 l^aben aud^ gel^ört, toa« er mit i^r gefj)ro(^en. — 9lun, guter 
§err? 93in id^ öon ©innen? 3^ reime, ba(^t' \d), bod^ nod^ 
fo jiemlid^ jufammen, toa« jufammen gel^ört. — Dber trifft 
anä) ba« nur fo t}on ungefäl^r ju? Sft ^l^nen aud^ ba« 
Sufaff? D, aJlarineüi, fo öerftel^en ©ie auf bie So^^eit ber 

loSJlenfd^en fid^ eben fo fd^Ied^t aU auf bie S3orfi(^t. 

^atintUu ©räfin, ©ie toürben ft(^ um ben §afe reben — 

Drfltta. S33enn id^ ba« mel^rem fagte? — SDefto beffer, 

befto beffer ! — SDlorgen toiff iä) e§ auf bem 3JlarIte aufrufen* 

— Unb toer mir toiberfj)rid^t — toer mir toiberfjjrid^t, ber 

15 toar beS SDlörberS ©J)ie^gefette. — Seben ©ie tool^I. Qnhem fe 

fortgel^en »in, begegnet fle an ber Xf^ütt bem alten (Salotti, ber eiliglt ^ereintritt.) 



Sec^fter JCuftrttt* 

Oboarbo ©alotti. 3)ie ©rdfin. aRarineUi. 

Dboarbo @aIotti. SSerjeil^en ©ie, gnäbige grau — 
Gxfina. ^d^ l^abe l^ier nid^t« ju \)txit\\)tn. ^enn id^ l^abe 
^ier nid^tg übel ju nel^men — Sin biefen §erm toenben ©ie 

90 fid^. (31^n na^ bem SRarinelli »eifenb.) 

9)>{aritteIIi (Inbem er i^n erblirfet, ror fl*). 5Run ÖoffeubS ! ber 

alte! — 

Oboarbo« SSergeben ©ie, mein §err, einem SSater, ber 
in ber äu^erften SBeftürjung ift, — ba^ er fo unangemelbet 
25 l^ereintritt. 
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Drfttta* aSatcr ? (mxt »leber um.) 3)cr (gmtita, ol^ne 3toeifeL 

— §a, toittlomtnen ! 

Dboarbo. ©n 93ebienter tarn mir ent0C0cngefJ)ren0t mit 
ber 5Rac^rid^t, bafe l^ier^erum kie SKeinigen in ©efa^r toaren. 
gd^ ffiege ^erju unb l^öre, bafe ber ©raf 2li)J)iani öcrtounbet 5 
toorben; bafe er nad^ ber ©tabt jurücf gelel^ret ; ba^ meine 
grau unb jod^ter fid^ in ba« ©d^Io^ gerettet. — 2Bo fmb 
fie, mein §err, too ftnb fie? 

SRariiiem. ©ein ©ie rul^ig, §err Dberfter. ^\)xtx ©e« 
mal^Hn unb gl^rer %od)t^ ift nid^t« Übel« toiberfal^ren, ben 10 
©d^redf auggenommen. ©ie befinben fi(^ beibe tool^l. ®er 
?ßrinj ift bei i^nen. ^6) gel^e fogleid^, ©ie ju melben. 

Oboarbo. SBarum melben? erft melben? 

VtuxbuUi. äu« Urfad^en — öon toegen — öon toegen be^ 
?Prinjen. ©ie toiffen, §err Dberfter, toie ©ie mit bem ^ßrin« 15 
jen ftel^en. 9Iid^t auf bem freunbfd^aftlid^ften gu^e. ©0 
gnäbig er fid^ gegen gl^re ©ema^Iin unb 2:od^ter bejeiget: 

— 6« finb ®amen — toirb barum aud^ ^l^r unvermuteter Sin« 
blidf il^m gelegen fein? 

Dboorbo. ©ie ^aben red^t, mein §err, ©ie ^aben red^t. ao 
fBftatintUL Slber, gnöbige ©räfin, — fann id^ öor^er bie 
®^re l^aben, ©ie nad^ Sl^rem SBagen ju begleiten? 
Orpita. Slid^t bod^, nid^t bod^. 

äßaniteni (fte bei ber $anb ni^t unfonft ergreifenb). grlaubeu ©ie, 

ba| id^ meine ©(^ulbigleit beobachte. — 25 

Orfitttt, 9lur gemad^! — ^ä) erlajfe ©ie bereu, mein 
iperr! 3!)a^ bod^ immer ^i)xt^Ux^^ §öfKd^Ieit jur 
©d^ulbigfeit mad^en, um, toa« eigentlid^ t^re ©d^ulbigfeit 
toäre, ate bie 5Rebenfad^e betreiben ju bürfen! — liefen 
toürbigen ajlann je eljier je lieber ju melben, ba« ift ^f)xt 30 
©d^ulbigleit. 
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aRttthtctti. SBergcffen ©ie, toaS ^f)ntn ber $ßrmj felBjl 
befol^Ien? 

Orfitia« @t lotnme unb befehle eg mir nod^ einmal. 3cl^ 
ertoarte iljitt. 

5 SRaritteHl (reife au hm D6crften, ben er beifeitc jie^et). ÜJleilt §Crr, 

td^ mufe ©ie l^icr mit einer Dame laffen, bie — ber — mit 
beren Serftanbe — ©ie berftel^en mi(^. ^ä) fage^l^nen biefeg, 
bamit ©ie toiffen, toa« ©ie auf i^re Sieben ju Qtitn f)dbtn, 
— beren fte oft f el^r feltfame fül^ret. 2lm beften, ©ie laffen 
10 ftd^ mit il^r nid^t inS JBort. 

Oboarbo» ^tä)t tool^l. — gilen ©ie nur, mein §err. 



Siebenter 2tuftrttt* 

S)tc ©räfin Drftna. Dboarbo ©alottl. 

Orfttta (na^ einigem StiQfc^toeigen, unter weld^em fie ben Dberflen mit 
SRitleib betrachtet, fo wie er fie, mit einer Pc^tigen Kcugierbe). 333a3 er 

ginnen aud^ ba gefaßt l^at, unglüdflid^er SJlann ! — 

15 ObOtttbO Oialb »or ftc^, f^alh ßegen fie). Unglüdf lid^er ? 

Orfma» ®ine SSäal^rl^eit toar e§ getoi^ nid^t ; — am toeniöften 
eine bon benen, bie auf ©ie toarten. 

Oboarbo* Sluf mid^ toarten ? — SBei^ \ä) nid^t fd^on ge» 
nug ? — SJlabame ! — Slber reben ©ie nur, reben ©ie nur. 
20 Orfiiia. ©ie toiffen nid^tg. 
Oboarbo. Slid^t«? 

Orfiiitt. ®uter, lieber SBater ! — JBaö gäbe id^ barum, 
toann ©ie a\xä) mein SSater toären! — SSerjei^en ©ie! bie 
Unglüdflid^en letten fid^ fo gern aneinanber. — 3d^ tooHte 
25 treulid^ ©d^merj unb 2But mit Sinnen teilen. 
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Dboarbo, ©d^mcrj unb 2ßut? ajlabame ! — aber id^ 
tjergcffe — SReben 6tc nnt. 

Orflna. 3!&tnn e« gar Sl^re einjige S^od^ter — ^f)x cinjtgeS 
Äinb toäre ! — ^toax einjtg ober nid^t. 3)a§ unglüdflid^c Äinb 
ift immer ba$ einzige. 5 

Dboorbo. ©a« unglüdflid^e ? — 9Kabame ! — S35a« toiff id^ 
öon il^r? — 2)od^, bei ®ott, fo fj)rid^t leine SBa^nh)i|ige I 

Driitta. SSäal^nlüi^ige ? 3!)ag toar e? alfo, toaö er 3^"^ 
öon mir vertraute? — 9lun, nun, e? mag leitet leine öon 
feinen gröbften Sügen fein. — 3<^ fö^f« fo toaS ! — Unb 10 
glauben ©ie, glauben Sie mir : toer über getoiffe ®inge ben 
SSerftanb nid^t verlieret, ber f)ai leinen ju verlieren. — 

Oboorbo* SQSa« fott id^ beulen? 

Drfiita. 3)a| ©ie mid^ alfo ja n\ä)t öerad^ten ! — 2)emi 
au^ ©ie l^aben SSerftanb, guter Sttter, aud^ ©ie. — ^ä) fe^ 15 
e? an biefer entfd^Ioffenen, e^rtoürbigen SDliene. 2lud^ ©ie 
l^aben SSerftanb; unb e§ foftet mid^ ein SBort, — fo l^aben 
©ie feinen. 

Oboarbo. SDlabame! — 5Kabame! — ^d) l^abe f(^on 
leinen mel^r, nod^ el^e ©ie mir biefe« SQSort fagen, toenn ©ie » 
mir e« nid^t balb fagen. — ©agen ©ie e^ ! fagen ©ie e« ! — 
Ober e« ift nid^t toa^r, — e« ift nid^t toal^r, bafe ©ie öon jener 
guten, unfer« 9Kitleib«, unferer §od^ad^tung fo toürbigen ©at« 
tung ber SQäal^nlüi^igen ftnb — ©ie finb eine gemeine 2:i^örin. 
©ie l^aben nid^t, toad ©ie nie l^atten. 35 

Orfma. ©0 merlen ©ie auf ! — 3Q3a« toiffen ©ie, ber ©ie 
fd^on genug toijfen tooffen ? ®a^ 3lj)j3iani öertounbet toorben? 
3lur öertounbet? — ^ppxani ift tot ! 

Oboarbo. 2:ot ? tot ? — §a, 3=rau, ba« ift toiber bie abrebe. 
©ie toollten mtd^ um ben SSerftanb bringen, unb ©ie bred^en 30 
mir ba§ i^er}. 
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Drfitta» 3)a^ hAf)tt\ — Sfhir toeilcr. — SJer Sräutigam 
ift tot : unb bic Staut — ^f)xt 2:o^ter — fd^Itmmer ate tot. 

ObottTbo. ©d^Ümmer? fd^fimmer ate tot? — 2lber bod^ 

juflletd^ aud^ tot? — SDenn td^ fenne nur ein ©(flimmere« — 

5 Orflita. SWd^t jugletd^ aud^ tot. 5Retn, guter SSater, nein ! 

— ©ie lebt, jte lebt, ©ie toirb nun erft re^t anfangen ju leben. 

— ein Seben bott Sonne ! ba« f d^önfte, luftigfte ©d^Iaraffen« 
leben, — fo lang' e^ bauert. 

Dboarbo. SJa« SBort, SDlabame, ba« einzige SBort, ba« mid^ 
lo um ben SSerftanb bringen foH ! §eraug bamit ! — ©d^ütten 
©ie nid^t Sl^ren 2;roJ)fen ©ift in einen Sinter. — Da« einzige 
aaSort! gef^toinb. 

Drfiita. 3tun ba ; bud^ftabieren ©ie eS jufammen ! — 3)e« 
?!Rorgen« \pxaä^ ber 5ßrinj S^re 2:o^ter in ber SWeffe, be« 
15 5Rad^mittag« l^at er fie auf feinem Suft — Suftf^Ioffe. 

Oboarbo. Qpxad) fte in ber 5Kef[e? 3)er 5ßrinj meine 
Xod^ter? 

Drfiita. SWit einer S5ertrauR(^f eit ! mit einer ^nbrunft ! — 

©ie l^atten nid^t« kleine« abjureben. Unb re^t gut, toenn eS 

ao abgerebet toorben ; red^t gut, mnn ^l^ve 2:od^ter freiwillig fid^ 

l^ierl^er gerettet ! Selben ©ie : fo ift eS bod^ leine geloaltfame 

Sntfüljirung, fonbem blofe ein f leiner — Keiner SDleud^elmorb. 

Cboarbo. SSerleumbung ! t}erbammte SSerleumbung ! ^d^ 
fenne meine S^od^ter. Sf* ^^ 3Jleud^eImorb, fo ift e« aud^ 

25 SntfÜl^rung. — («arft müh um fl<$ unb Itampft unb fc^Äumet.) Slun, ßlttUs 

bia ? 5Run, SKütterd^en ? — §aben toir nid^t greube erlebt ! D 
be« gnäbigen ^rinjen! D ber ganj befonbem @l^re! 

Orfma. SSäirft e«, älter? toirlt e«? 

Oboarbo. 35a fte^ ici^ ttun öor ber §ö^Ie be« SläuberS — 

go Cänbem er ben fHod oon beiben @eiten auSeinanber fd^lftgt unb fl(^ o^ne (Sene^r 

lie^t.) SBunber, ba^ i^ au^ ßilfertigleit nid^t auä) bie iQänbe 
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gUtÜdtßelaffen ! — («n onc ©c^ubfatfe fü^Ienb, ol8 ettoas ftt<^enb.) 3tx6)t^ 1 

ßar nid^tg! mrflenbS! 
Drfltto« §a, id^ öerfteljie! — SDamit fann id^ au^l^elfenl 

— 3^ l^ab' einen mitgebrad^t. (etnen 35oi<$ ^crporjiei^enb.) ®a 
nel^men ©ie ! nehmen ©ie gefd^toinb, e^ un« jemanb fielet ! — 5 
au(^ ^otte td^ nod^ üYoa^, — ®ift. 2lber ®ift tft nur für un8 
SßJeiber, nid^t für 9Konner. — Slel^men ©ie iljin ! (3^m ben 3)oi<^ 
oufbringenb.) Stemmen ©ie ! 

Oboarbo. 3^ banle, i^ banle. — Siebe« Älnb, toer toieber 
fagt, ba^ bu eine 5Rärrin bift, ber f)at e« mit mir ju tl^un. 10 

Orfiita. ©tedfen ©ie beifeite! flefd^toinb beifeite! — SRir 
toirb bie ©elegenl^eit \)tx^aQt, ©ebrau^ bat}on gu mad^en. 
Sinnen toirb fie nid^t feilten, biefe ©elegenl^eit : unb ©ie toer« 
ben fie ergreifen, bie erfte, bie befte, — toenn ©ie ein 3Rann 
finb. — ^i), xd) bin nur ein SBeib ; aber fo lam id^ Ijier ! feft 15 
entfd^Ioffen ! — SBir, 2llter, toir lönnen un« atte« vertrauen. 
3)enn toir finb beibe beleibiget ; bon bem nämlid^en SBerfül^rer 
beleibiget. — 211^, toenn ©ie toü^ten, — toenn ©ie toü^ten, toie 
Überfd^toän0li(^, toie unau«fj)red^Kd^, toie unbegreiflid^ id^ öon 
il^m beleibiget toorben unb nod^ toerbe : — ©ie f önnten, ©ie ao 
toürben ^\)xt eigene SBeleibigung barüber öergeffen. — Kennen 
©ie miä) ? gd^ bin Drfina, bie betrogene, öerlajf ene Drfina. — 
3toar oielleid^t nur um '^i)x^ 2:od^ter öerlaffen. — SDod^ toa« 
lann S^re S^od^ter bafür ? — Salb toirb aud^ fie oerlaffen fein. 

— Unb bann toieber eine ! — Unb toieber eine ! -^ §a ! 25 
(wie in ber entsütfung) toeld^ eine ]^immKf(^e 5ßl^antafie ! SBann 
toir einmol alle, — toir, ba« ganje §eer ber Serlaff enen — toir 
alle, in 93acd^antinnen, in ^urien öertoanbelt, toenn toir alle 
i^n unter un« f)'dtUn, i^n unter \xn^ jerrijf en, jerfleifd^ten, fein 
®tngetoeibe burd^toül^Iten, — um ba« §erj ju finben, ba« ber 30 
SBerräter einer jeben oerfj)rad^ unb leiner gab ! §a ! ba« foffte 
ein 2^an} toerben! ba« foSte! 
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Tlditzv Tlnftvxit 

Slaubta @aIotti. ^te S^ortoen. 
G^Iaitbia (bte im ^eteintreten fl(^ umflel^et unb, fobalb fte i^ren Gemahl 

erbiidt, ouf ti^n jupießct). ©traten ! — 311^, unfet SBefd^ü^er, unfer 
SRetter! »ift bu ba, Dboarbo? »ift bu ba ? — 2lu« il^rem 
SBtfj)em, au« tl^ren aJlienen fd^lo^ id^ eS. — SBaS foff id^ bir 
5 fagen, toenn bu nod^ ntd^tg toci^t ? — JBaS foff id^ bir fagen, 
toenn bu fd^on äffe« toeifet? — Slber toir fmb unfd^ulbig. 3d^ 
bin unfd^ulbig. Deine S^od^ter ift unfd^ulbig. Unfd^ulbig, in 
aUtm unf d^ulbig ! 

Dboarbo (ber flc^ bei ^blitfung feiner ®emal^Iin su faffen gefacht). ®Ut, 

10 gut. ©ei nur rul^ig, nur rul^ig — unb antworte mir. (©egen 
bie Diüno.) 3lxi)t, SWabame, afe ob id^ nod^ gtoeifelte — 3ft ber 
®raf tot? 

aiaitbia* 2:ot. 

Oboarbo* gft e« toal^r, ba^ ber 5ßrinj l^eute morgen ®milien 
15 in ber 3Reffe gef j)rod^en ? 

eittttbitt. SßJal^r. 2lber toenn bu toü^teft, toeld^en ©d^redt 
e« iljir t)erurfa(^t, in toeld^er Seftürjung fie nad^ iQaufe 
lom — 

Orptta* 9lun, l^ab' id^ gelogen? 

20 Dboarbo (mit einem bittern Socken), gd^ h)offt' ttud^ uid^t, ©te 

l^ätten! Um toie biele« nid^t! 

Drfltta« S3in id^ toal^ntoi^ig ? 

Dboarbo (»«b bin unb i^er gei^enb). D — uod^ bin id^ e« aud^ 
nid^t. 
25 ßlaubia« Du geboteft mir rul^ig ju fein, unb id^ bin rul^ig. 
— 93efter SJlann, barf and) id^ — id^ bid^ bitten — 

Dboarbo. SQSa« toiffft bu? 99in id^ nid^t ru^ig? Raxta 
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man rul^ifler fein, als id^ bin ? — (®i<^ swingenb.) SJBeife eS ®milia, 
bafe 2lJ)i)iani tot ift? 

dlanhxa. SBStffen fann ftc e« m(^t. aber id^ fürd^te, bafe fie 
e« argtooljinet, toeil er nid^t erfd^einet, — 

Oboarbo. Unb fie jammert unb toinfelt — 5 

6:(anbia« Sltd^t me^r. — 35a3 ift borbei : nad^ il^rer 3lrt, 
bie bu fenneft. ©ie ift bie ^urd^tfamfte unb ©ntfd^Iojfenfte 
unfer« ©efd^Ied^t«. ^^xtx erften ©nbrüdfe nie mäd^tig, aber 
nad^ ber geringften Überlegung in alle« ftd^ finbenb, auf 
alles gefaxt, ©ie l^alt ben 5ßrinjen in einer ©ntfemung, fie 10 
fj)rid^t mit il^m in einem S^one — 3Rad^e nur, Dboarbo, ba^ 
toir toeglommen, 

€boarbo. 3d^ bin ju 5ßferbe. — SBa8 ju tl^un? — ^oi), 
SKabame, ©ie fal^ren \a nad^ ber ©tabt jurüdE? 

Orftua» Slid^t anber«. 15 

Oboarbo. Rotten ©ie tool^I bie Oetoogen^eit, meine grau 
mit fid^ ju nehmen ? 

Orfitta. SBarum nid^t? ©e^r gem. 

Oboarbo. Glaubia, — (t^r bic ©räfin betonnt nto^enb) bie Oröfin 
Drfma, eine 3)ame öon großem SSerftanbe, meine ^J^^eunbin, » 
meine aSo^It^terin. — S)u mu^t mit il^r l^erein, um un« fos 
gleid^ ben SBagen ^erau« ju f d^iien. gmilia barf nid^t toieber 
nad^ ©uaftalla. ©ie foH mit mir. 

aiaitbitt. aiber — toenn nur — gd^ trenne mid^ ungern 
öon bem Äinbe. 25 

Oboarbo» SIeibt ber SSater nid^t in ber Slä^e? 5IRan toirb 
i^n enbli(^ bod^ öorlaffen. Äeine ®inh)enbung ! — Äommen 
©ie, gnäbige ^au. (Setfe au ii^r.) ©ic toerben öon mir l^ören. 

— Jlomm, ßlaubia. («r füirt ne ob.) 



2)ie @cene bleibt. 



(Erfter JCuftrttt. 

ÜRarinelli. S)er ?rlnj. 

VlatintUU $ier, gnäbiger i^en, au« bief em fjcnfter fötmen 
©ie il^n feigen. @r gcl^t bie Slrfabe auf unb nieber. — ©Ben 
Biegt er ein ; er f ömmt. — SRein, er feiert toieber um — ®anj 
einig ift er mit ft^ nod^ nid^t. Slber um ein ©ro^e« ruljiiger 

5 ift er — ober fd^einet er. ^r un« gleid^öiell — Slatürlid^ ! 
2Ba« i^m aud^ beibe SBeiber in ben Rop^ gefegt l^aben, toirb er 
e^toagenju äußern? — SEBte Sattifta gel^ört, fott iljim feine 
?Jrau ben SBagen fogleid^ l^erau^fenben. SDenn er fam }u 
^ferbe. — ©eben ©ie ad^t, toenn er nun öor 3^"^^^ erfd^einet, 

zo to)irb er ganj untertJ^änigft @urer ^urd^laud^t füx ben gnäbigen 
©d^u§ banfen, ben feine gamilie bei biefem fo traurigen Qu^ 
falle l^ier gefunben ; toirb fid^ mit famt feiner S^od^ter ju f er« 
nerer ©nabe emjjf e^Ien ; toirb fie rul^ig nad^ ber ©tabt bringen 
unb eg in tieffter Untertoerfung ertoarten, toeld^en toeitem Sin« 

15 teil @uer ©urd^Iaud^t an feinem unglüdflid^en, lieben 9Käbd^en 
)u nel^men gerul^en tooSen. 

^er^ritia. ißenn er nun aber fo jal^m nid^t ift? Unb 
fd^toerlid^, fd^toerli^ toirb er eS fein, ^ä) lenne il^n ju gut. — 
9Benn er l^dd^ftend feinen 3(rgtoo^n erftidEt^ feine 3Sut t)erbei^t: 
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aBer ßmilien^ anftatt fte naif ber ®tabt ju fül^ren^ mit ftd^ 
nimmt? bei fid^ bcl^ält? ober tool^I gar in ein Älofter au^er 
meinem ©ebiete öerfd^liefet ? S35ie bann? 

mitiutUl 3)ie fürd^tenbe Siebe fielet toeit. SBBa^rlid^ ! — 
aber er toirb ja nid^t — 5 

5)er ^ritts» SSäenn er nun aber ! SQSie bann ? SSäa« toirb e8 
uns bann l^elfen, ba^ ber unglücflid^e ®raf fein geben barüber 
verloren ? 

Slarinelli SBoju biefer traurige ©eitenblidt? SSortoärt«! 
benft ber ©ieger, e« falle neben il^m geinb ober greunb. — lo 
Unb toenn aud^ ! SSäenn er e« aud^ toollte, ber alte Sleibl^art, 
toa« ©ie öon il^m fürd^ten, 5ßrinj : — (übfrugcnb) 3)a« ße^t ! 
3d^ Ijiab' e« ! — SSäeiter ate jum SBoIIen fott er e« getoife nid^t 
bringen, ©etoi^ ni^t ! — aber ba^ toir il^n nid^t au« bem 
©efid^te öerlieren ! — («ritt »ieber am geniter.) Salb f)'dW er un« 15 
überrafd^t! (gr fömmt. — Saffen ©ie ung i^m nod^ au?» 
toei^en, unb Ijiören ©ie erft, ?ßrinj, toaS toir auf ben ju be* 
fürd^tenben gaU tl^un muffen. 

^er ^riita (bro^enb). giur, 3Rarinetti ! — 

fßlatintUu 9)ad Unfd^ulbigfte Don ber Seit! w 



^toetter JCuftrttt» 

Oboorbo (BaUtü. 3lodf niemanb l^ier? — ®ut, id^ foH nod^ 
lälter toerben. @« ift mein ©lüdf. — 5Rid^t« öeräd^tlid^er al« 
ein braufenber 3ün0lin0«IoJ)f mit grauen paaren ! 3d^ l^ab' 
e« mir fo oft gefagt. Unb iod) lie^ id^ mid^ fortreiten, unb 
öon toem ? SSon einer 6if erfüc^tigen^ öon einer für ®if erfud^t 25 
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Cmilia (Salotti. 



SBal^tttoi^tgen. — SBa^ ^at bic gelranlte 2:ugenb mit ber 
Stacke beS SaftcrS ju fd^affen? 3^*^^ ^ttein ^ab' id^ ju retten. 
— Unb beine ©od^e, — mein ©o^n! mein ©ol^n! — 
SBeinen lonnt' id^ nie; — unb toill e« nun mä)i erft lernen 

5 — Deine ©ad^e toirb ein ganj anberer ju feiner mad^en! 
®enug für mid^, toenn bein SDlörber bie grud^t feine« SSer« 
bred^en« nid^t geniest. — 35ie« martere i^n mel^r aU ba« Ser* 
bred^en ! SBenn nun balb il^n ©ättigung unb ßlel öon Süften 
ju Süften treiben, fo öergdlle bie Erinnerung, btefe eine Suft 

lonid^t gebü^et ju l^aben, i^m ben ©enufe affer! gn jebem 
3;raume fü^re ber blutige Bräutigam il^m bie Sraut öor ba« 
^ütt] unb toann er bennod^ ben tooffüftigen 2lrm nad) xf^x 
auSftredft, fo l^dre er ))l5|Iid^ baS ^ol^ngeläd^ter ber $5ffe 
unb ertoad^e! 



Dritter JCuftrttt. 



Vtaxxnelll Oboarbo ®a(otti. 



15 aWttriiietti. SBo blieben ©ie, mein §err ? too blieben ©ie ? 

Dboarbo* SßJar meine 2:od^ter l^ier? 

SRariitetti. 5Rid^t fie, aber ber ^ßrinj. 

Dboorbo. (gr öerjei^e. — ^ä) f)abt bie ®räfin begleitet. 

aRtttiiiem. 5Run? 
ao Dboarbo. Die gute 35ame! 

»Ittriiiem. Unb ^l^re ©ema^Iin? 

Dboarbo. 3ft mit ber ©räfitt, — um und ben SBagen 
fogleid^ j^erau^jufenben. Der $rinj öergönne nur, bafe id^ mid^ 
fo lange mit meiner 2:od^ter nod^ Ijiier öertoeile. 
«5 SRarittem. SBoju biefe Umftänbe? SBürbe ftd^ ber 5Prinj 
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tti^t ein aSergnügen barau« gentad^t ^aben, jte beibe, 5Kutter 
unb 2:oci^ter, felbft nad^ ber ©tabt ju bringen? 

Dboarbo» Sie 2:od^ter toeniflfteng toürbe biefe ß^re l^aben 
»erbieten muffen. 

maxxntUu 3Siefo? 5 

Dboarbo. ©ie foü nid^t mel^r nad^ ©uaftalla. 

aWoriiteai. 5Ri(^t? unb toarum nid^t? 

Dboarbo. 3)er ®rof ift tot. 

aRttrittem. Um fo Diel mel^r — 

Dbotttbo. ©oH fte mit mir. lo 

3Rarittem. 5Kit Sinnen? 

Dbotttbo. SJlitmir. 3<^ fage S^nen ja, ber ®raf ift tot — 
toenn ©ie e« nod^ nid^t tüiffen — 9Ba§ \)ai fie nun toeiter in 
(Suaftallo ju tl^un ? — ©ie fott mit mir. 

^axxntni aitterbingS toirb ber lünftige atufentl^alt ber 15 
2:o(^ter einjig öon bem SBitten beS SSater« abl^angen. 3lur 
bor« erfte — . 

Oboarbo. JBaS borg erfte? 

WlaxintUu SBerben ©ie too^I erlauben muffen, §err Dber* 
fter, ba| fie nad^ ©uaftaffa gebrad^t toirb. 20 

Oboarbo« ÜReine ^od^ter ? nad^ ©uaftaQa gebrad^t toirb ? 
unb toarum? 

^atintUu SEßarum? Srtoägen ©ie ioä) nur — 

Dboarbo (itm), ßrtoögen ! ertoägen ! 3^ ertoäge, bafe Ijiier 
nid^t« gu ertoägen ift. — ©ie fott, fie mu^ mit mir. 25 

matintUi. D, mein §err, — toa« braud^en toir unS 
l^ierüber ju ereifern? ®g lann fein, bafe id^ mid^ irre, ba^ 
e« nid^t nötig ift, toaS id^ für nötig l^alte. — 3)er 5ßrinj 
toirb es am beften ju beurteilen toiffen. 3)er $rinj ents 
fd^eibe. — 3^ fl^^' ""*> ^^^^ i^«* 30 
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Pterter JCuftrttt 

Obporbp ®ttl0tti. 2Bie? — iRimmermcl^r! — SKir bw* 
f ^reiben, too fic l^tn foff? — SDlir jtc öorentl^alten ? — SEBcr 
toiß ba«? Söer barf bo«?— Der l^ier äffe« batf, toa« er 
toiH ? ®ut, gut ; fo foH er feigen, toie öiel aud^ id^ barf, ob 

5 id^ e§ fd^on ntd^t bürfte ! Äurjftd^tiger SSäüterid^ ! SDlit bir toill 
id^ e« tool^I aufnel^men. 2Ber fein ®efe$ ad^tet, ift eben fo 
mäd)ÜQ, aU toer fein ®efe$ ^at 3)a« toei^t bu ni(^t? Komm 
an ! fomnt an ! — aber fie^ ba ! ©d^on toieber ; fc^on toieber 
rennet ber 3om mit bem Serftanbe babon. — SSäa« loiH id^ ? 

logrft mü^V e« bo^ gefd^el^en fein, toorüber id^ tobe. 2Ba« 
))Iaubert nid^t eine ^off d^ranje ! Unb l^ätte id^ il^n bod^ nur 
})Iaubem lafjen ! §ötte id^ feinen SSortoanb, toarum fie toieber 
nad^ ©uaftalla foH, bod^ nur angel^ört ! — ©o fönnte id^ mid^ 
je^t auf eine Hnttoort gefaxt mad^en. — 3^<^^ ^uf toeld^en 

15 fann mir eine f eitlen? — ©offte fte mir aber f eitlen ; follte fie 
— 3Ran fömmt. Slul^ig, alter Änabe, ruljiiß ! 



fünfter 2tuftrttt. 

Der ^rina. aRarinelli. ODoatbo ®alottU 

®er Britta* W), mein lieber, red^tfd^affner ©alotti, - — 
fo ettoag mu^ aud^ gefd^e^en, toenn id^ ©ie bei mir feigen 
foll. Um ein ©eringere« tl^un ©ie e« nid^t. 3)od^ feine 
ao SBortoürf e ! 

€boarbo. ©ncibiger ^err, id^ l^alte e§ in aQen ^äSen für 
unanftönbig, ftd^ ju feinem dürften gu brängen» SßJen er fennt. 
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ben toirb er forbem laff en, toenn er feiner bebarf . ©elbft tftt 
bitte id^ um SSerjeü^ung — 

^er ^riitj. SEBie mond^em anbem tooHte id^ biefe ftolje Se« 
f d^eibenl^eit toünfd^en ! — S)od^ ^ur ©ad^e. ©ie toerben begierig 
fein, ^\)xt 2:od^ter ju feigen, ©ie ift in neuer Unrul^e toegen 5 
ber J)lö$lid^en Entfernung einer fo järtlid^en SDlutter. — SQBoju 
aud^ biefe ©ntfemung? 3^ toartete nur, ba^ bie lieben^s 
tDürbige @milie fid^ DöSig erl^olet l^ätte, um beibe im ^rium^l^e 
nad^ ber ©tabt ju bringen, ©ie l^aben mir biefen ^^rium^)]^ 
um bie igälfte t}erlümmert ; aber ganj toerbe id^ mir il^n nid^t 10 
nel^men lajfen. 

Oboarbo. 3« biel ®nabe ! — Urlauben ©ie, 5ßrinj, ba| 
id^ meinem unglüdlid^en Jlinbe aUe bie mannigfaltigen ^rän» 
fungen erfj)are, bie greunb unb geinb, SKitleib unb ©d^aben« 
freiü)e in ©uaftaHa für fte bereit l^alten. 15 

^er Britta. Um bie füfeen Äräniungen be« greunbe« unb 
be« 9KitIeib« toürbe e« ©raufamleit fein fte ju bringen. 3)a^ 
aber bie Äräniungen beS geinbe« unb ber ©d^abenfreube fie nid^t 
erreid^en foffen, bafür, lieber ©alotti, laffen ©ie mid^ forgen. 

Oboarbo. $rin), bie t)äterlid^e Siebe teilet il^re ©orge 20 
nid^t gem. — 3d^ benfe, id^ toei^ e«, toa« meiner S^od^ter in 
il^ren i^igen Umftdnben einjig jiemet — ©ntfemung au§ ber 
ffielt, — ein Älofter, — fobalb al« möglid^. 

^er ^rtits. @in Älofter? 

Cboarbo. Si§ bal^in toeine fxe unter ben Slugen il^r:? «5 
aSater«. 

^er ^rittj. ©0 öiel ©d^önl^eit foll in einem Älofter öer» 
billigen? — 35arf eine einjige fel^lgefd^lagene Hoffnung un^ 
gegen bie Sßelt fo unöerf öl^nlid^ mad^en ? — SDod^ allerbingS : 
bem SSater l^at niemanb einjureben. 93ringen ©ie il^re 2^od^ter, 30 
©alotti, tool^in ©ie tooSen« 
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Dboarbo (gegen SKarineUi). 3lwx, mettt ^ett? 

WaxintUu Söenn ©ic mid^ fogar auffobcm ! — 

Dboarbo* D mit nid^ten, mit nid^ten. 

2)cr Britta* SÖSag l^abcn ©ic bcibc ? 
5 Dboarbo. Slid^tg, gnabigcr §crr, nid^tg. — SEBir ertoagcn 
Mo^, tocld^er öon un3 fid^ in Sinnen gcirrct f)aU 

2)cr qjritta. SBicfo? — Sieben ©ie, 3KarineIIi. 

SRariitetti ®g gel^t mir nal^e, ber ©nabe meinet dürften 
in ben SDSeg gu treten. 2)od^ toenn bie ^eunbfd^aft gebietet, 
10 öor allem in il^m ben Slid^ter auf jufobem — 

2)er ^ritt^ SBeld^e greunbf d&aft ? — 

^atintUu ©ie toiffen, gnäbiger $err, toie fel^r id^ ben 
©rafen 2l}3}3iani liebte, toie fel^r unfer beiber ©eelen ineinanber 
öertoebt fd^ienen — 
15 Oboarbo- 'S)ag toiffen ©ie, $Prirtj? ©o toiffen ©ie e« 
toal^rltd^ allein. 

aRariitetti. S5on il^m felbft gu feinem Städter beftettet — 

Dboarbo. ©ie ? 

^atintUu fragen ©ie nur ^f)xt ©emal^lin. 3KarineEi, 
ao ber 9iame aJiarineHi toar ba« le^te SBort be§ fterbenben ®ras 
f en, unb in einem 3:one ! in einem 2:one ! — 3)a^ er mir nie 
au8 bem ©el^öre lomme, biefer fd^reiltd^e %on, toenn iä) 
nid^t aUeg antoenbe, ba^ feine aJlörber entbeit unb beftra^ 
toerben ! 
25 2)er 5ßrltta. 9led^nen ©ie auf meine Iraftigfte SJiittoirhing. 

Dboarbo. Unb meine l^ei^eften SBünfd^e ! — ®ut, gut ! — 
2lBer toa« h)eiter? 

2)cr Britta. 2)a3 frag' x6), 3Jlarinetti. 

maxmtUu 3flan l^at SSerbad^t, ba^ eS nid^t Sfläuber getoef en, 
30 toeld^e ben ©rafen angefallen. 

Dboarbo iWnmx 9iid^t? toirllid^ nid^t? 
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aKariitellt 2)a^ ein Slcbenbul^Icr il^n aug bem Söegc räumen 
laffen. 

Oboarbo (Mtter). gü ©n SleBenbul^Ier ? 

SRariitctti. 3txä)i anber«. 

Oboarbo« 9tun bann, — ®ott öerbamm' il^n, ben nteud^et 5 
ntörberifd^en Suben! 

WtatintUu gin Slebenbul^Ier, unb ein Begtinftigter Sieben« 
bul^Ier — 

Dboarbo. SBa«? ein begünftigter? — SDSa« fagen ©ie? 

aRaritteÄu SBid^tg, alg toag baö ©erüd^te öerbreitet. ic 

Oboarbo« Sin begünftigter ? öon meiner SCod^ter begünftiget ? 

3)la?ttteai« S)a3 ift geh)i^ nid^t. 2)ag lann nid^t fein. 
S)em toiberfjjred^' id^, tro^ Sinnen. — 2lber bei bem atten, 
gnäbiger §err, — benn bag gegrünbetfte SSorurteil toieget auf 
ber SBage ber ©ered^tigf eit fo öiel ate nid^tg : — bei bem allen 15 
toirb man bod^ nic^t uml^in fönnen, bie fd^öne Unglüilid^e 
barüber ju öemel^men, 

^er ^xin^. Satool^I ; allerbingg. 

SRatittcKi« Unb too anber« ? too fann ba3 anber« gef d^el^en 
aU in ©uaftaSa? 20 

2)er qjrliis. 3)a l^aben ©ie red^t, aJlarinelli ; ba l^aben ©ie 
red^t. — 3a fo, ba§ öeränbert bie ©ad^e, lieber ©alotti, SBid^t 
toa^r? ©ie fe^en felbft — 

Dboarbo. D ja, id^ fel^e — gd^ fel^e, toaS id^ fel^e. — 
©Ott! ©Ott! as 

2)er qjrltia. 23a« ift g^nen? 2ßa§ ^aben ©ie mit ftc^? 

Dboarbo. 3)a^ id^ e« nid^t l^orau^gefel^en, loa« id^ ba 
fel^e. 3)ag ärgert mid^, h)eiter nid^t«. — 9lun ja; fte fott 
toieber nad^ ©uaftatta, 3d^ toill fte h)ieber ju il^rer SKutter 
bringen : unb big bie ftrengfte Unterfud^ung fie freigefjjrod^en, 30 
toitt id^ felbft au« ©uaftaUa nid^t toeid^en, a)enn toer toei^. 
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— (mit einem Mttem Eadjen) toet toet^, ob bie ©eted^ttgleit ttid^t 
andf nötig finbet, mxä) ju öemd^men. 

S^earitteEt @el^r möglid^! ^n fold^en %äüm tl^ut bie 
©ered^tigleit lieber ju öiel, afö ju toenig, — 2)ol^er fürd^te 
5 id^ fogar — 

2)cr Britta. 3Ba«? toa« fürd^ten ©ie? 

3RarineEi. SKan toerbe üorberl^anb nid^t toerftatten fönnen^ 
ba^ aJlutter unb 2:od^ter ftd^ fjjted^en. 

Dboarbo. ©id^ nid^t fjjted^en? 
lo fOlatmtUU 3Jlan ti)erbe genötiget fein^ 3)lutter unb 2:od^ter 
ju trennen. 

Oboarbo. üRutter unb 2^od^ter ju trennen? 

äRarinelli. 9Kutter unb 2;od^ter unb SSater. 2)ie %ovm 

be« aSerl^ör« erfobert biefe SSorfid^tigfeit fd^Ied^terbingg. Unb 

15 es tl^ut mir leib, gnäbiger §err, ba^ id^ mid^ gejtoungen fel^e, 

auSbrüdflid^ barauf anjutragen, toenigfteng gmilien in eine 

befonbere S3erh)al^rung ju bringen. 

Dboarbo« Sefonbere SSertoal^rung ? — ^Prinj ! $prinj ! — 

2)od^ ja ; freilid^, freilid^ ! @anj red^t : in eine befonbere SSer« 

flo toal^rung ! 5lid^t, $Prinj ? nid^t ? — D h)ie fein bie ©ered^tigfeit 

ift ! SSortrefflid^ ! CS^f^tt f(!^nea na(!^ bem ed^ubfade, in »eld^em er benS)o((!^ ^at.) 

^tx ^vxn% (fc^meic^ei^oft auf i^n autretenb). gaffen ©ie \xd), liebet 
©alotti — 

OboarbO (beifeite, inbem er bie ^anb leer »ieber ^erauBjie^t). ^ad ff)rad^ 

25 fein ßngel ! 

^cr tprina. ©ie ftnb irrig ; ©ie öerftel^en il^n nid^t. ©ic 

beulen bei bem SBorte SSertoal^rung tool^l gar an ©efängnid 

unb Äerfer. 

£)boarbo» Saffen ©ie mid^ baran beulen, unb id^ bin rul^ig ! 

30 2)cr ?ßritt5. Äein SBort öon ®ef ängnig, aJiarineHi ! §ier 

ift bie ©trenge ber ©efe^e mit ber äld^tung gegen unbefd^ols 
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tene S^ugenb leidet ju öeretmgen. SBenn ßmilta in Bcfonbcre 
SSertüal^rung gcBrad^t h)erbcn tnu^, fo toei^ xd) fd^on — btc 
affcranftänbtgfte. ®a« ^aug meine« Äanjierg. — Keinen 
SBiberfjjruci^, aJiarineHi ! — 2)a h)iü id^ fte felBft l^inbringen. 
3)a toill id^ fte ber Sluffid^t einer ber toürbigften 2)amen 5 
übergeben, ®ie foll mir für fte bürgen, l^aften. — ©ie gelten 
iu toeit, SKarineHi, toirllid^ ju toeit, h)enn ©ie mel^r öer» 
langen. — ©ie lennen bod^, ©alotti, meinen Sanjler ®ri» 
malbi unb feine ©emal^Iin? 

Dboarbo. SBa« foHt* id^ nid^t? ©ogar bie Kebengtoür« 10 
bigen ^öd^ter biefe« ebeln ?Paareg fenn' id^. 2öer fennt fte , 
nid^t ? — (Sil mavinm.) SRein, mein §err, geben ©ie ba« nid^t 
ju. Söenn ßmilia öertoal^rt toerben mu^, fo muffe fie in bem 
tiefften Äerler öerh)a^ret toerben. ©ringen ©ie barauf, id^ Bitte 
©ie. — 3d^ S^or, mit meiner Sitte ! gd^ alter ®ei ! — 3a 15 
tool^l l^at fte red^t, bie gute ©ib^He ; SBer über getoiffe ®inge 
feinen SSerftanb nid^t verlieret, ber l^at leinen ju verlieren ! 

2)cr qjritta. 3d& öerftel^e ©ie nic^t. ^ Sieber ©alotti, 
toa§ f ann id^ mel^r tl^un ? — Saffen ©ie e« babei, id^ bitte ©ie. 

— 3^/ i^^ in ba§ §aug meine« Äanjier« ! ®a fott fte l^in, ba ao 
bring' id^ fte felbft l^in ; unb tomn xf)x ba nid^t mit ber äu^erften 
Sld^tung begegnet h)irb, fo l^at mein SSort nid^t« gegolten, 
aber f orgen ©ie nic^t. — 3)abei bleibt e« ! 3)abei bleibt e« ! 

— ©ie felbft, ©alotti, mit fid^, lönnen e« l^alten, toie ©ie 
tootten. ©ie fönnen un« nad^ ©uaftatta folgen ; ©ie f önnen 25 
nad^ ©abionetto jurüdEfe^ren, h)ie ©ie tootten. ®§ lodre lädier« 
Kd^, ^^mn öorjufd^reiben. — Unb nun, auf SBitberf el^en, lieber 
©alotti ! — Kommen ©ie, SKarineHi, e« toirb \plxt 

Cboarbo (ber in tiefen Oebanlen geflanbenX 2öie ? fo fott id^ fie 

gar nid^t fjjred^en, meine 3:od^ter ? 2lud^ l^ier nid^t ? — 3d^ 30 
laffe mir ja ade« gefatten ; id^ finbe ja aUe« ganj öortrefflid^. 
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S)a« §aug eittc§ Äanjicrö ift notürlid^ertoeife eine ^ciftatt ber 
2;u0ettb. D, gnäbiger §err, bringen ©ie ja meine Xo6)Ux 
bal^in, nirgenbg anberä ate bal^in. — aber fjjred^en tooHt' id^ 
fie iod) gerne öorl^er. 3)er 2:ob be« ®raf en ift il^r nod^ un« 
5 belannt. @ie toirb nic^t begreifen fönnen, toarunt man fie 
öon il^ren ®Item trennet. ^f)x jenen auf gute 2lrt beiju:» 
bringen, fte biefer 2;rennung toegen ju berul^igen: — mu^ 
id^ fie fj)reci&en, gnäbiger iperr, mu^ id^ fte fj)red^en. 
^er tßritti(. ©o lommen ©te benn — 
xo Dboarbo. D, bie ^od^ter lann aud^ IdoI^I )u bem SSater 
^ fommen. — ipier, unter öier 2lugen, bin id^ gleid^ mit il^r 
fertig, ©enben ©ie mir fie nur, gnäbiger §err. 

^cr tpriita. Slud^ ba§ ! — D ©alotti, h)enn ©ie mein 
greunb, mein %\ü)x^x, mein SSater fein toottten ! (2>er ^rini unb 

15 aRarineOi fiel^en ah,) 
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jDboarbO ®a(0tti (i^m nac^fe^enb, na(!^ einer $aufe). SBarum nid^t? 

— iperjlid^ gem. — §a ! I^a ! I^a ! — (»iwt »ub um^er.) 2Ber 
lad^t ba ? — S3ei (Sott, id^ glaub*, id^ toar eg felbft. — 
©diion red^t I Suftig, luftig ! a5a« ©j)iel gel^t ju ©nbe. ©o 

20 ober fo ! — Slber — (^aufe) hjenn fte mit il^m fid^ üerftünbe? 
aBenn e« ba§ atttäglid^e 5ßoffenf})tel toäre ? SBenn fte eg nid^t 
toert toäre, loa« id^ für fte tl^un toiU ? — CPaufe) gür fte t^un 
toiH ? SBog toiU ic^ benn für fte tl^un ? — §ab' id^ ba3 iperj, e« 
mir ju f agen ? — S)a ben!* id^ fo loa« ! ©o toa3, toaS ftd^ nur 

25 beulen lä^t ! — (Srä^Ii^! gort, fort ! gd^ toitt fte nid^t ertoar* 
ten. 9lein ! — (©egen ben <jimmei.) ffier fte unf d^ulbig in bicf en 
äbgrunb geftürjt l^at, ber jiel^e fte toieber l^eraug. 2öa3 brandet 

er meine §anb bajU ? gort ! («r »iC ge^en unb tle^t Cmtlien fommen.) 

3u \pät ! ai^ ! er toiH meine ipanb, er toiH fte ! 
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Siebenter 2tuftrttt. 

@TniIia. Oboarbo. 

entiUa. SBie? ©ie l^ier, mein SSater? — Unb nur ©ie? 

— Unb meine 3Kutter? nid^t l^ier? — Unb ber ®raf? nic^t 
l^ier? — Unb ©ie fo unrul^ig, mein SSater? 

£)boarbo. Unb bu fo rul^ig, meine %o6)Uxl 

Qnilia. aBarum nid^t, mein SSater? — ®nttt)eber ift nid^t« 5 
tocrioren, ober aUe^. SJu^ig fein fönnen unb rul^ig fein muffen, 
fömmt eg nid^t auf eine«? 

Dboarbo. 3lber, toa« meineft bu, ba^ ber gatt ift? 

@tiiilia. 2)a^ alle« öerloren ift; — unb ba^ toir n)ol^I 
nil^ig fein muffen, mein SSater, 10 

Oboarbo» Unb bu toäreft rul^ig, tt)eil bu rul^ig fein mu^t ? 

— 2ßer Mft bu? ßin aJläbd^en? unb meine SCod^ter? ©0 
foUte ber aJlann unb ber SSater ftd^ tool^l öor bir fd^ämen? 

— 2lber la^ bod^ l^ören: \oa^ nenneft bu aUeä» öerloren? — 

— ba^ ber ©raf tot ift? 15 
Qtmlia. Unb toarum er tot ift! SBarum! §a, fo ift e« 

toal^r, mein SSater? ©0 ift fie toal^r, bie ganje fd^retflid^e 
©efd^ic^te, bie id^ in bem naffen unb toilben Sluge meiner 
SKutter la«? — SBo ift meine 3Jiutter? Söo ift fte l^in, mein 
aSater? « 

Oboarbo« SBorau« ; — toenn toir anberg i^r nad^fommen 

@milia. ge el^er, je beffer. 3)enn toenn ber ®raf tot ift, 
toenn er barum tot ift — barum ! toag t)erh>eilen toir nod^ 
l^ier? Saffen ©ie ung fliel^en, mein SSater! 

Dboarbo. glie^en ? — SBa« l)ätV e§ bann für SRot?— 25 
S)u bift, bu bleibft in ben §änben beine« SläuBer«. 

(Smlia. S^ '^I^i'^^ i« \^mm §änben? 
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IDboarbo« Unb aKein^ ol^ne beine 3Rutter^ ol^ne tnid^. 

(&müia. ^ä) allein in feinen ipänben? — SRinimerme^r^ 
mein SSater. — Ober Sie fmb nid^t mein SSater, — 3^ <*ttein 
in feinen §änben? — ®ut, laffen ©ie mid^ nur, laffen ©ie 
5 mid^ nur. — 3d^ toill bod^ fe^n, toer mid^ l^ält, — h)er 
mid^ jtoingt, — toer ber aUenfd^ ift, ber einen SKenfd^en 
jtoingen fann, 

Oboarbo. gd^ meine, bu bift rul^fl, mein Äinb. 

dhnilia* S)a« bin id^. Slber toad nennen ©ie rul^ig fein ? 
10 2)ie §cinbe in ben ©d^o^ legen? Seiben, toa« man nic^t fottte? 
2)ulben, toa« man nid^t bürfte? 

Oboorbo. §a ! toenn bu fo benf eft ! — 2a^ bid^ umatmen, 
meine 2:od^ter! — 3d^ l^ab' e« immer gejagt: ba3 SBeib 
tooUte bie 9latur ju il^rem SKeifterftüdte mad^en. Slber fie 
15 bergriff fid^ im 2:i^one, fie nal^m il^n ju fein, ©onft ift atteg 
beffer an eud^ ate an un§. — §a, \otnn ba« beine Stulpe 
ift, f l^abe ic^ meine in il^r toiebergefunben ! £a^ bid^ um« 
armen, meine 2:od^ter ! — 2)enf e nur : unter bem SSortoanbe 
einer gerid^tUd^en Unterfud^ung, — o beg l^öttifd^en ©aufeU 
ao f^jiele« ! — rei^t er bid^ au« unfern armen unb bringt bid^ 
jur ©rimalbi. 

(gmllia. Steigt mid^? bringt mid^? — 2BiIl mid^ reiben, 
toitt mid^ bringen : toitt ! h>itt ! — 2ll§ ob toir, toir feinen 
aOBitten l^ätten, mein SSater! 
35 Oboarbo. ^d^ ti)arb aud^ fo toütenb, ba^ id^ fd^on nad^ 
biefem 3)old^e griff (i^n j&erausjiei&enb), um einem öon beiben — 
beiben ! — ba« iperj ju burd^fto^en. 

Gntirta. Um be3 ipimmete h)illen nid^t, mein SSater! — 
S)iefed Si^itn ift atteg, toa« bie Safterl^aften l^^aben. — 5IRir, 
30 mein SSater, mir geben ©ie biefen 3)old^. 

jDboarbo. ^tnb, ed ift leine ^aamabel* 
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C^milia. ©o toerbc bte igaamabcl jum 3)oIc^e ! — ©leides 
toici. 

Dboarbo. SBa«? 35al^in toäre e« gelotnmen? SRid^t bod^, 
ntd^t bod^ ! Scftnnc bid^. — äud^ bu ^aft nur ein Seben ju 
berlteren. 5 

(Smilia. Unb nur eine Unfd^ulb! 

Cboarbo. S)te über aUe ©etoalt erl^aben tft. — 

Gmilla. 2lber nid^t über atte aSerfül^rung. — ©etoalt! 
©etoalt! 23er fann ber Oetoalt nid^t trogen? 2Sag ©e« 
toalt l^ei^t, tft nid^tö : SSerfül^rung tft bte toal^re ©etoalt, — 10 
3d^ l^abe SSIut, mein SSater, fo jugenblid^e«, fo toarme« Slut 
aU eine. Slud^ meine ©inne finb ©inne. 3d^ fte^e für nid^td. 
3d^ bin für nid^tg gut. ^6) lenne ba« ^aug ber ©rimalbi. ®« 
tft ba« §au§ ber greube. ©ine ©tunbe ba, unter ben äugen 
meiner SKutter ; — unb e§ erl^ob fid^ f mand^er 2^umult in 15 
meiner ©eele, ben bie ftrengften Übungen ber Sieligion faum in 
SBod^en befonftigen fonnten. — 35er Sleligion ! Unb toeld^er 
Sleligion ? — 3lxd)t^ ©d^limmereg ju bermeiben, f\)rangen 2^aus 
fenbe in bie fluten unb ftnb igeilige ! — ©eben Sie mir, mein 
SSater, geben ©ie mir biefen 3)oId^. ao 

Oboarbo. Unb \omn bu il^n fennteft, biefen 35oId^! — 

<£mUia« Söenn id^ il^n aud^ nid^t lenne ! — (Sin unbes 
fonnter ^reunb ift aud^ ein greunb. — ©eben ©ie mir il^n, 
mein SSater; geben ©ie mir il^n, 

Dboarbo. SBenn id^ bir il^n nun gebe — ba ! (®iebt i^r mn.) 25 

@mUia« Unb ba ! (3m »cgriffe fld^ bamit 8U burd^ftoßen, reißt ber 
Sater i^r t^n toieber auS ber ^anb.) 

Dboarbo. ©iel^, toie rafd^! — 5Rein, bag ift nid^t für 
beine iganb. 
Gntttta. ßg ift \oai)v, mit einer §aamabel foff id^ — 30 

(@ie fft^rt mit ber $anb nac^ bem ^aare, eine ju fuc^en, unb belommt bie 9Iofe 
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jttfanen.) 3!)u ttod^ ^xtx^ — ^etutttcr mit btr! bu ge^örcft 
nid^t in ba3 §aar einer, — toie mein SSoter toitt, ba^ id^ 
toerben fott! 
Dboarbo. D, meine %o^itt ! — 
5 SmlKa. D, mein SSater, toenn id^ ©ie erriete ! — 5S)od) 
nein; ba§ tooHen Sie aud^ nid^t. SBarum jauberten Sie 

fonft ? — (3n einem bittem Sone, lojll^renb f e bie 9lofe serpflfidt.) @^e« 

bem tool^l gab ed einen SSater, ber feine 2:od^ter bon ber 
©d^anbe ju retten, il^r ben erften ben beften ©tal^l in ba« §erj 
lo fenite — il^r jum jtoeiten ba« Seben gab, 2lber atte fold^e 
2:i^aten ftnb bon el^ebem ! ©old^er SBÄter giebt eg feinen 
mel^r! 
Dboarbo. ®od&, meine 2^od^ter, bod^ ! onbem er pe \>uv(fy* 

mi) (Sott, h)a§ l^ab' id^ getl^an ! (Sie »tn pnlen, unb er fa|t tie 
15 in feine 9(rnte.) 

@mUia. Sine Slofe gebrod^en, el^e ber ©türm fte ent« 
blättert. — Saffen ©ie mid^ fte füffen, biefe bäterlid^e §anb. 
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S)er Britta. aßarineUi. 2)ie S^origen. 

®et Britta (im fiereintrcten). 3Ba§ ift ba«? — 3[t ©mifien 
nid^t tool^I? 
20 Dboarbo. ©el^r tool^I, fel^r tool^I! 

2)cr ?ßritta (in*>«m « na^«^ »mmt). SBa« fel^' id^ — ©ntfe^en ! 

aWaritteEi. 333el^ mir! 

2)er qjritta» (Sraufamer Sater, toa^ l^aben ©ie getl^an I 

Oboarbo. ßine Slofe gebrod^en, el^e ber ©türm fte ent« 
85 blättert. — SBar eö nid^t fo, meine 2:od^ter? 



5. 2luf3ug. 8. 2luftrlti 95 

(Smilia. SRid^t ©ic, mein SSater — Sd^ felBft — id& 
fclbft — 

jDboarbo. 3lxd)t bu, meine %o6)Ux; — nid^t bu! — 
©el^c mit feiner Untoal^rl^eit au« ber SBeli 9lid^t bu, meine 
2:od^ter ! ©ein SBater, bein unglüilid^er SSater ! 5 

@tiiilia. 311^ — mein SBater — (st« ftirw, mh er ugt ne fanft 

auf ben Soben.) 

Cboarbo- giel^ l^in! — 3iun ba, $rinj! ©efäHt fte 
S^nen noc^? 3leijt fte nod^ ^f)xt 2üfte? 3lod^, in biefem 
älute, bad toiber ©ie um Stäche f d^reiet ? m^^ einer tpoufe.) lo 
aber ©ie erwarten, too ba« alle« l^inau« foH? ©ie erwarten 
öietteid^t, ba^ id^ ben ©tal^I toiber mid^ felbft feieren toerbe, 
um meine %f)(d toie eine fd^ale S^ragöbie ju befd^Iie^en? — 

©ie irren ftd^. §ier ! (Snbem er i^m ben 2)oI* oor bie 5ü§e wirft) ipier 

liegt er, ber Blutige S^wge meine« SBerbred^en« ! gd^ gel^e 15 
unb liefere mid^ felbft in ba« ©efängni«. 3d^ gel^e unb 
ertparte ©ie al« Slid^ter. — Unb bann bort — ertoarte id^ 
©ie öor bem SKd^ter unfer oller! 

^er $tittj (na^ einigem 6tinf(l^i9eigen, unter toel^em er ben Aörper mit 
Olnifeten unb »ersweifbtng betrachtet, su a^arineOi). $ier ! I^eb^ il^U auf. 20 

— 9lun? bu bebenift bid^? — ©lenber! — Onbcm er i^m ben 
a)oi($ au» ber ©anb reißt.) SReiu, bein S3Iut fott mit biefem Slute 
ftd^ nid^t mifd^en. — ®el^, bid^ auf etoig ju Verbergen !, — 
©el^ ! fag' id&, — ®ott ! (Sott ! — 3ft e«, jum Unglüie fo 
mand&er, nid^t genug, ba^ ^rften aJienfd^en fmb : muffen 25 
fid^ aud^ nod^ Xeufel in il^ren ^eunb k^erfteUen? 



NOTES. 



The scene of the first and second acts of the drama is laid in Guas- 
talla, a small town in the northern part of Italy, on the river Po, near 
Modena. In the Middle Ages the town changed possessors several 
times, until in 1539 it came into the hands of the Gonzaga family. It 
wasraised to an independent duchy in 1621. During the lyth Cen- 
tury the dukes of Guastalla laid Claims to the small neighboring prin- 
cipality of Sabionetta, and annexed it in 1708. A prince Hettore 
Gonzaga never existed, but Lessing knew from history that several 
princes of that family were notorious during the i6th and lyth cen- 
turies for their licentiousness and tyranny, although they were at the 
same time promoters of -the arts and the sciences. With these general 
traits of the Gonzaga family, Lessing endowed prince Hettore Gonzaga. 

The last three acts take place in an antechamber of the prince's villa 
in Dosalo, a small place near Guastalla. 

The unity of time is strictly observed. The drama opens in the 
moming and ends in the evening. 

ACT I. SCENE I. 

Page S.—line x. )toUtx SSrieffd^aftett ; öoUcr is really the strong 
form of the nom. sing, masc, and is now used as an indeclinable adjec- 
tive with all genders and both numbers. So we may say to-day : ein 
SBaum öoHcr SBIütcn; eine $f(augc öotter ©lütcn; ein ©aumd^en öoüer 
©lüten; Säume üotter ©lüten. 

L g. liefet, an archaic form with the vowel of the ending unsynco- 
pated. This form often occurs in Lessing. — gefobett, of ten employed 
by Lessing for the now more usual form geforbert. 

1. xo. ^odft fle ^ei^t dmilia, ©etoa^rt! This deUcate turn was 
probably suggested to Lessing by a passage in the second act of the 
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drama "Earl of Essex," of Antonio Coello, a Spanish poet of the lyth 
Century. In discussing this passage in the ^mburgifd^C 3)rama* 
turgie (No. 65), Lessing says : " Now she (Elizabeth) is alone, and sits 
down to peruse the papers. She wishes to free herseif from her love- 
sorrows and to turn to worthier cares. But the first paper she takes into 
her hands is a petition from a certain count Felix. A certain count. 
<Must it just happen that that which first falls into my hands comes 
from a count?* she says. This touch is excellent. Suddenly she is 
heart and soul with that very count of whom she has just been un- 
willing to think." 

So here the mere name of Emilia dispels all other thoughts from the 
mind of the prince, and makes serious work impossible f or him. 

1. 14. 3(4 Hht gtt früli Sag gemad^t, /^/ up too earfy, 

1. 15. aRarc^cfc (pron. 2ÄarIc'fc), Italian title of nobjlity, »iar^«M. 

Page 4« — 1. 4. SSltfer, footman^ messenger, They were peculiar 
servants of the princes and nobility of that time. Dressed in special 
liveries, they ran before or by the side of the carriage of the master, 
and were also employed as messengers. 

1. 12. 80 gttt atö gelefett ! Orsina asked 'the prince in this letter 
for an interview with him in the villa of Dosalo. The prince in his 
indifference to her, and with his thoughts fixed on Emilia Galotti, ne- 
glects to read the letter. This fact is important in the development of 
the catastrophe of the drama. (See Introduction, page xxxviii.) 

SCENE 2. 

This and the fourth scene disclose to us Lessing's remarkable insight 
into some of the most difficult questions of art. It is to be remem- 
bered that Lessing was one of the greatest thinkers on art in the i8th 
Century. His Soofoon (An Essay upon the Limits of Painting and 
Poetry) appeared in 1766, and forms a very important landmark in the 
history of sesthetics. Some of the thoughts expressed in the following 
scenes are more fully developed in the Soofoon. 

Page 5.— 1. 3- tti^t X\t\t^, fottbent tlieL The distinction be- 
tween üiel and üicicd is very well brought out here. SJiel, when not 
declined, means much of one thing or of one mass conceived as • 
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nnity, but when strongly inflected, it signifies a great number of things, 
each conceived separately. So we say : Scnte nic^t auf einmal üielc« 
(üicierlel ober öerfc^iiebenc einzelne 3)inge), fonbern öiet (öon einer 
@ad^e)* Accordingly our phrase means : not many (jdifferentthings), 
bat much {of one thing), This proverbial saying was probably sug- 
gested by Pliny (Ep. vii, 9) : " Aiunt xnultum legendum esse, non multa." 
1. 13. eilt toCttlg tlOtt lange ||er, ofrather ancient daU. 

SCENE 3. 

1. ao. mag ! be it so f 

1. 24. SEBÜr^ ei9 onilt ! even if it were so ! e.g. even if it were true 
that she had bribed him. 

1. 25. SBeim Hr et« aitbere« »üb, etc., if another picture (that of 
'ExDSaA)^ painted with different colors (those of true passion) and on a 
different canvas (upon the depth of his heart), is willing to give place 
to her (to Orsina) again, — geotalet* See note, page 3, line 9. 

Pa^ 6« — 1. I. toiS ; we should expect here löoHte, but the prince 
uses Irin, because he conceives the case as actually taking place. 
1. 4* l^el^Sglid^er, now usually Bel^agttc^er. 

SCENE 4, 

1. 6. Dertoaitbt = umgeioanbt or umgebre^t. 

1. 8. 9tt5ftg(t4{tett for the modern Slnjle^enbpem 

1. II. ^a5 gilt ^\ttX ^nft; bo8 refers to the preceding words. 
My remark kas reference to your art, 

1. 15. ^le ^ttft mttt maXtn, etc. Lessing here conceives creative 
nature to be a self-conscious artist. As such, she strives to produce 
creations of perf ect beauty, but owing to the resistance of the materials 
'she uses, and the limitations to which time subjects her, her actual cre- 
ations fall Short of the ideal. All these limitations which prevent 
nature from reaching her ideal, the artist must remove from his work. 
He must try to represent a person or thing as nature conceived them, 
and not as she made them. Hence, in the portrait of Orsina» idealiza- 
tion was necessary. 

1. 17. W^\aUf defects^ imperfecHons, 
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1. i8. bai9 f^tthtth, now masc. Here it is used almost in the sense 
of ©d^ablgung, injury. 

In the second chapter of Saofoon, Lessing develops this idea still 
further. He sajrs : " Although the portrait admits of an ideal, yet the 
likeness should predominate in it. It is the ideal of a particular per- 
son, and not the ideal of man in general." 

1. ao. noilt citti?, obsolete for noc^ einmal. The thinking artist is 
worth OS much again (as the ordinary one). 

1. ai. bentttttgead^tet, e.g. notwithstanding the fact that you ideal- 
ized her. 

1. a3. fobert« See note, page 3, line 9. 

Pa^ 7« — 1. la. ber ftc^ tvx toettig f^dttifc^ be?gic||et (lit.<which 

is somewhat distorted with disdain ^'),lips that curl with just a Suggestion 
ofdisdain, 

1. 15. bCtt tOOQÜfKgen ^t^Mtt, the mouth is meant. The eyes 
must have control over the voluptuous, scoffing lips to make the latter 
charming. 

1. ao. 9)'lcbufettltttgett. Medusa was a winged monster with snaky 
hair, slain by Perseus. Her eyes were said to have had a petrifying 
eifect upon anyone who beheld her. So the eyes of Orsina have a 
freezing effect upon the prince. 

1. as. ^Ic^t fo ?eb(i4 toärc rebUd^er, an expression very charac- 
teristic of Lessing's epigrammatic style. Lessing delights in empha- 
sizing an idea by a striking antithesis or by a play upon words. Here 
the first reblici^ refers to Conti's efforts to idealize, which he regards to 
be his duty as an artist; the second reblic^ refers to the actual likeness 
of the Portrait to Orsina. The sense therefore is : If you had not been 
so true to your conception of art and idealized Orsina, your portrait 
would have been a better likeness of the countess. 

1. ag. ebenfo toarm . . . aliS toarm ; the repetition of trann ishere 
for emphasis. Just so in 9^atl)an, II, 7 : S)er (Sinbrucf tarn fo ft^nett 
al« fd^ncH er »icberum ücrfrfimunben. 

Page 8.-1. 6. balb = beinahe. 

1. 8. Idmmt, dialectic form of fommt, very often used by Lessing 
and other classic poets of the last Century; beilomtnett, to come up to, 
to approach. 
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1. zo. fB9tWntf, used here as in the Saofoon, in the sense of ®e« 
getifianb bed ^ilbed, sudjea. 

1. az. fSt^^f^lüf evening gatheringt soiree, The prince met her at 
the house of chancellor Grimaldi. (See Act II, Scene 4.) 

1. 24. ^aütottetta* See introductory remark to Act I, Scene i. 

1. 25. ^egett has nothing to do with the modern German word 
S)egen, sword, which is connected with the French word *dague.' 
Lessing uses here the word in its Middle High German sense of ^tVb, 
brave warrior or saldier, 

Page 9.— 1. 8. kierlOtett gC^Ctt WäffCtt; l^at is omitted before 
verloren and also l^abe before Verloren ge^en taffen at the end of the 
sentence. This Omission occurs quite often in Lessing with modal 
auxiliaries in dependent clauses. 

1. Z3. 9ta^t0(If ^c Italian painter Raffaele Sanzio (1483-1520), 
famous for his Sistine Madonna, now in Dresden. 

Page 10. — L 9. ©d^Ubcrci, now obsolete for ©cmSIbe or S3llb. — 
tO0|lor for iDOfÜr. ^or and für were originally different forms of one 
and the same word, whose first meaning was a spatial one. Even in 
the last Century these two words were tised indiscriminately, one for the 
other, as Lessing does here. In modern German, however, the distinc- 
tion has become clearly marked. $or has retained its old spatial sense, 
whereas für is used figuratively and has the sense of our Engl. prep. * for.' 

L 23. 3Rit CittCItl Stttbio^ for the modern form mit clncr @tuble, 

Page 11. — 1. 2. fo ttod^ ti:^^^^ attberd^ perkaps something ehe. 
Conti suspects that the prince loves Emilia, and therefore is so lavish 
with his remuneration for the portrait. 

SCENE 5. 

L Z4. 9^0(1^ Bin id^ ntit bir gtt netbifcl^* He means that he wishes 
to have the picture all to himself, that he begrudges others even a look 
atit. 

SCENE 6. 

Page 12. — 1. 9. eittfdittittt = einfällt. See note, page 8, line 8. 
L zz. S^td^td berfd^tOOrett ! The past participle is used here with 
the force of an imperative; Ut. < don't take an oath,' donU be rash ! 
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1. xa. Mtmt^ t9 ^04 lownieit? MarinelU suspects that the 
prince entertains soxne new passion. 

1. 15. SRttffa^ a town in the proTince of Carrara-Massa in the 
north-central part of Italy. It was mied tül 1731 by the princes of 
the hoQse Cibo-Malespina. — loUl tnr^fUti^, PuiAes U imperative» 

1. z8. fU^ ^V^tn, resign herseif, 

Page 13. — 1. z. mit ber 9^Snritt* As soon as Marinelli sees 
that the prince's passion for Orsina isgone, he abandons her cause and 
cringingly uses language derogatory to her. So he calls her now il^firrilL 

1. zz. bett 9{efl geieit, tofinish or to setüe. The books will put an 
end to her reason. 

1. X4. toai^ ♦ , ♦ entfentt ^at, viz. her stndned mind; wtt, along 
witk other things, Whaty alottg with other ihings^ alienated me from 
her, you surely wiU not use, etc. 

1. 35. nie! W^ff^thtn^f nor was there any occasion for much falk 
about it. 

1. ag. Same, lit 'mask/ here ased contemptnously oi % pretty face, 
Schiller uses the word sometimes in a similar sense. (See SD^aria 
©tuart, II, 9, and SBaUenfleln» Säger, Scene 5.) 

Page 14. —1. 5. ifjd toeig tvol^l, bag @ie il^ttttiil^t leiben IBttttett* 

This remark indicates that there is a long-standing hostility between 
Marinelli and Appiani. 

L 7. ein fe^r t^firbiger, junge? S^ann, etc, Notice the prince'« 

generous characterization of Appiani. The desire which the prince 
here expresses of attaching Appiani to his court, furnishes Marinelli 
with another motive for working against the count. Marinelli's 
highest ambition is to be the powerful court ' favorite in Guastalla. 
How can he then run the risk of being superseded by his enemy 
Appiani? (See Introduction, page xxxviii.) 

1. 9- boSe? @4re* See note, page 3, line i. 

1. Z4. ^ientOttt, Piedmont, a province in the north-westem port of 
Italy belonging to the dukes of Savoy, who became kings of Sardinia 
in 1720. 

1. z6. 9)ligbfinbnid, a literal translation of the French word 
'mesalliance.' We should now say iD'ltgl^eirat 

1. zg. 3Kit enem beften ^^infem! the deuce take your best 
families l 
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FBge 15« — 1. 7. 3d) ^afie p fragett « , . itid^t dr* <Sr is used 
here to designate to Marinelli his inferior position. In the lyth 
Century, (gr and @lc (fem. sing.) with the 3rd person singular of the 
Terb were used to express the height of politeness. In the beginning 
of the i8th Century, @ie with the 3rd person plural became the 
accepted polite form, while (Sr and @ie were used to persons of in- 
ferior rank. 

1. ai. {genfer! The prince's language is generally very refined, 
bttt here the cahnness with which Marinelli repeats four times the 
words eben bie, rouses the prince to the highest excitement, and makes 
him burst forth into a rather vulgär oath. 

1. 31. fStttlkttX l The prince suspects that Marinelli knew of his 
Ipve f or fkniUa, but had purposely concealed from him her approaching 
marriage to Appiani, f or the sake of Orsina. Hence he calls Marinelli 
a traitor to him. 

Tage 16. — 1. 3. htntn, i.e. itac^ beten Shinfc^. 

1. 4. @ie • • * ber Sie, etc. The personal pronouns of the first 
and second persons and also those of the third person» if they are uaed 
in address, are generally repeated after the relative ber, bie, ba9. The 
relative totläjtv, XOtlä^, lDeId^e9 is never used alter such personal 
pronouns. 

1. x6. in bie @eele ber Orfina fdimdren » in t^rem 92amen, fär 
(le. (Sanders' «Bbrterbud^, II, 2, p. 1054 L) 

1. 17. Sfft^tte = @pnr. 

Page 17. — 1. 17. bantit, i.e. mit ber ©are, a very contemptuous 
reference to Emilia. 

1. x8. anf etmad anberei^ benfen, M^» we shouid have to dtvise 

samething eise, %Xi etkoad beuten means simply <to direct one's 
thoughts to something,' whereas auf ettt)a9 beuten implies that the 
person wishes to attain some end through his thoughts, hence <to 
think up,' ' to devise.' 

1. 37. Notice the antithesis between \Sgfi!^ and etft in Marinelli's 
answer. 

1. ag. raten, ' advise * or ' aid with advice,' here used in the latter 
sense and almost equivalent to abhelfen. Only things that kave hap- 
fitud cannot be changetL 
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Page 18« — 1. 5. ^OfalO is unknown. Lessing probably meant 
it for 2)ofo(o, a small place on the Po, near Guastalla and on the road 
to Sabionetta. 

1. 10. bief er ®ef aiUite ; blcfenöefanbtcnwouldbemoreusualto-day. 

1. II. S^ebittge^ obsolete for S3cblngung. 

Marinelli has conceived two plans for bringing Emilia into the 
power of the prince. One plan, which is comparatively harmless, he 
mentions to the prince; the other, which is a diabolical scheme to kill 
Appiani, he suppresses, checking himself when he is about to disclose 
it. The prince consents only to the plan mentioned, and would 
probably have rejected the second plan, had Marinelli proposed it to 
him. (See Act IV, Scene i.) He grants, however, in the heat of 
passion, füll freedom of action to Marinelli, and thus enables the Utter 
to carry out afterwards his second plot. 

The skillful arrangement of the fourth and sixth scenes, which are so 
important to the exposition of the drama, deserves attention. In both 
scenes the dialogue easily and naturally drifts toward Orsina and 
Emilia, and discloses to us the prince's relation to both of them. The 
contrast between the two portraits and Conti's genuine admiration of 
Emilia's grace and beauty, heighten the prince's passion for her, 
while Marinelli's sudden news of the impending marriage of Emilia 
impels him to immediate and reckless action. The fourth scene pre- 
pares the way for the sixth, and both scenes not only give us a very 
good general idea of the characters of Emilia, Orsina, Appiani and 
Odoardo, but also throw considerable light upon their past history. 

SCENE 7. 

The prince, on the verge of despair, incapable of any clear plan and 
yet unwilling to leave everything to Marinelli, suddenly resolves to go 
to the Dominican church, in the hope of meeting Emilia there and of 
conf essing to her his love. This sudden resolution of his, so character* 
istic of his impulsive, passionate nature, is one of the most important 
elements leading to the catastropbe of the drama. (See Introduction« 
page xxxviii.) 

Page 19» — 1. II. badmal for bieemat« 

1. 15. Sorf^red^eritt for gürf^rei^erin. Emilia Galotti is of course 



ACT I. SCENE 8. ACT H. SCENES 2 AND 3. 105 

referred to. It was for the sake of Emilia Galotti that he was at first 
ready to grant the petition of Emilia Bruneschi. (See Scene i.) Now, 
however, when he despairs of possessing Emilia, he is not quite so 
ready to do so. 

SCENE 8. 

This scene serves as a further characterization of the prince, His 
present impatience with matters of State is so great that he is ready to 
sign a death- Warrant with out even reading it. 

1. 18. t»a9 batanf jtt tierfügett^ wAa/ to do about it, 

Page 20. —1. II. i&^ fantt ^ttflattb, etc., it can be put off tili to- 

morrorvo, 

1. 13. SRe^rcd for aWel^rcre«. 

ACT II. SCENE 2. 

Page 21.— 1. IG. toetttt attbeti^^ con\.providedthat. 

Page22.— 1. 5. ^}l^XtX 8ee(e! genit, depending upon ^u^c* 
This is again characteristic of Lessing's style. He is so fond of strong 
antithesis that he sometimes doesn't even shrink from such an un- 
natural expression as $u^ ber @eete. 

1. II. (guter ift 0etm0, etc. This sentence is not to be interpreted 
as showing that Odoardo distrusts his daughter. It is rather intended 
to emphasize his very anxious care for Emilia, arising from his sus- 
picious nature and his stern notions of honor. Besides, inasmuch as 
we know of the prince's Intention of speaking with Emilia this mom- 
ing in church, these ominous words of Odoardo direct our attention 
to this event, and fill us with a vague fear for the fate of Emilia. 

1. 13. toantt for mentl. In the last Century the present distinction 
between iDanit and tOtnVL was not yet definitely established. 

1. 15. foSte gegangett fein, now l^atte gelten joHen« 

SCENE 3. 
1. 19. ^ie refers to ©cfud^c in line 18. 

Page 23.— 1. 2. «uf eitt SSort ! a wordwUhyou / 
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1. 4. kiO0e(frei tttlhttt ; we should now insert für before üogclfret 
You have been dedared an ouilaw. 

1. 22. ^iftolen, gold coins worth about ^^3.60 a piece, and first 
coined in Spain. 

1. 25. 9Reinetllie0en ! etc., ifit is all the same to you at what price 
you sdlyour head^ I am satisßed, The sense is : You have forfeited 
your life anyway by the crime you have committed. Now if you don't 
care whether you receive any reward for it or not, I am content 

Page 24,— 1. 12. too = ttjenn. 

1. z6. bantttt, ' for that,' referring to the thought implied in the 
preceding two sentences. The sense of the passage is: If for that 
(for attac^ing a man of Odoardo's strength) there were only much to 
be gained from him, I should be willing to risk it. 

1. 24. kiotauf = Doran. 

Page 25.— 1. 7. fe^rc bid^ att »UI^W ! donU concem younelf 
about anything! 

1. ZG. M* See note, page 24,line 12. 

SCENE 4. 

1. 17. @ie ((eint ntir $tt \WX^ anS, £milia*s unusually long sUy 
at mass this morning directs our attention more f orcibly than ever to 
the probable meeting of Emilia and the prince in the Dominican 
church. Odoardo's anxiety prepares us therefore very well for the 
highly important sixth scene of this act. 

1. 24. {Id^ felift $tt Ithtn, a very expressive phr^e used several 
times by Lessing. (See 'Slatijan, II, 9 : ,,^er ft(^ ^aU unb gall t^xn 
(jt(i^) fctbfl ju leben nld^t entfti^Ueßen faniu") It means to live freely, - 
to be independent of the pressure of externa! conditions, to develop 
fully one's own individuality. Lessing ascribes here one of his own 
strong characteristics to Appiani. 

Page 26.— L i. gebettfe = benle. 

L 22. Sagt ttttd ttid^t toeif e fein tOOSett, lel us notpreUndto be wise. 

Page 27. — 1. 5. Hetberbt; when used transitively, it has often, 
instead of Derbtrbt, the weak form, as here; through our daughter ke 
destroys all his hopes with the prince» 
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1. 8. ^Cim toll' ill( bir fd^O« ^^a^t, etc. Qaudia mentions this 
incident, to suggest to Odoardo that the prince probably does not dis- 
like him as much now as he did formerly. This whole account of 
Claudia shows that her motherly vanity to live with her daughter in 
Guastalla, and Odoardo's stubbom resolution to avoid the court, are 
the fundamental presuppositions of our drama. For it was due to 
Claudia*s vanity that her daughter was introduced to the court at the 
house of Grimaldi. There Emilia met the prince, and this meeting is 
the beginning of the tragic action developed in the drama. But if 
Odoardo had lived with his family in Guastalla, he would never have 
allowed his daughter to be introduced to the court. 

1. 30. ^tt ^Sttefl mir « • » foSett gemelbet f^aUtt for S)u l^attefi 
mir tnetben follen* 

SCENE 6. 

Emilia's accoont of the episode in church is the most important Cle- 
ment of the drama for the Interpretation of her character. 

Page 29.— 1. 18. mit eitti^, now rarely used for fogtcld^. 
1. 31. t9 is used here with great force. It denotes something 
vague, m3rsterious or even spectraL 

Page 30.— 1. 6. toantt« See note, page 22, line 13. 

1. 8. hü0 ^eUige ^mt, viz. mass, 

L 10. bfirfett« See note, page 9, line 8. 

1. 14. ^t^n f elBft« The fact that Emüia speaks of the prince as tl^n 
fetbfi is not to be overlooked. Michael Bernays and Erich Schmidt 
justly regard this i^n fetbfi as a conclusive proof that the prince, not- 
withstanding Emilia's strong moral will, has made some impression 
upon her mind and heart. Ever since her first meeting with the fasci- 
nating prince at the house of Grimaldi, she has thought so much about 
him that, when in our impassioned scene the mother asks her who it 
was that spoke to her in church, she unconsciously speaks of him as 
il^It f etbfl, as if her mother and everybody eise knew this il^ti fetbfi as a 
matter of course. This Interpretation is conclusively bome out by a 
somewhat similar passage in T^atl^an bet äSetfe, Act I, Scene i. 
Daja's mind is here so preoccupied with the miraculous appearance of 
the Templar that she speaks of him simply as il^m, as if Nathan 
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naturally ^.new and thought as much about the Templar as she did 
herseif. SÄtttl^an: saelll^m? S3cl löchern 31^m ? S)aia: ©cll^nt, 
her avL9 bem geuer fte rettete. S'l a 1 1^ a n : 2Ber toax ba«, »er ? 
1. 30. fSttnett» See note, page 9, line 8. 

Page 31.— 1.13. (&t ^ptaä^ nnb id^ taü^ i^ttt geatttmortet. 

Compare with this the prince's account of the same meeting in Act III, 
Scene 3. (See also note, page 48, line 9.) 

1. 21. ^ie gfurd^t f^at i^reu Befottbertt Sinti, ref erring to the 

well-known psychological fact that fear produces in us images which 
have no basis in reality. 

1. 26. ttifj^t Ol^ne äl'li^fanett expresses the very opposite of what 
Qaudia means to say. Her thought is clearly either ol^ne äl^tgfallen 
or nid^t O^ne S8ol^Igefatten. The expression as it Stands seems to be a 
slip of Lessing. 

1. ag. mit eitti9* See note, page 29, line 18. 

!• 31. S^tll Itmft id^ t§ fafiCttf very important words for the inter- 
pretation of her character. Her healthy moral instincts prompt her to 
confess everything to Appiani, bat her sense of obedience to her 
mother, whose judgment she respects, and her peculiar feelings toward 
the prince, of which she is hardly conscious, make her yield but too 
readily to the advice of her mother not to say anything to the count 
about the meeting. She thus unconsciously plays into the hands of 
Marinelli, and indirectly brings about her own destruction. For if 
Appiani had been informed of the prince's confession of love to 
Emilia, it is conceivable that the catastrophe might have been averted. 
(See Introduction, page xxiii.) 

Page 32«— 1. 6. bett Steb^aber for bem Siebl^aber. Lessing 
often tises the acc. with jd^meid^eltl. — A man in love is called in mod- 
em German ber Siebente. Slebl^aber is now used only of a lover of 
things or of a person playing the part of a lover in a drama. So we 
say : S>er Sleb^aber ber Äunjl or 2)er Slebl^aber Im 2)rama» (See also 
page 35, line 9.) 

L 7. bctt 9ianq ab^ttlaufett, ^o^et the betur of, 

1. 25. nel^tttett = benel^men. 

Page 33. — 1. 3. itt i^r, e.g. In biefer ©^ra(3^c ber ©alantcrlc* 
Observe also the antithesis between Hingt and ifl. 
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SCENE 7. 

1. za. }»üV • * * Henmttettb, a verbal form impossible in modern 
German. We should use now the simple imperfect üemtutete* The 
present participle can be used predicatively only when it has acquired 
a füll adjective meaning. So we may say: bü« SSerf^rcd^en ijl blnbcnb; 
er toav Iclbenb, etc.; but when the verbal sense predominates, the 
simple present or imperfect tense of the verb must be used. 

Page 34. — 1. ao. laffett, ie^^o, negUct The infinitives t^un and 
laffen are tised here with the force of imperatives. 

Page 35. —1. I. fld^ . ♦ . f^ilfte^ whatwouldbe appropriaU for, 

1. 7. ^erlett (ebeutett S^rSnett. Karl Lessing, the poet's brothcr, 
criticized this passage on the ground that such a superstition was un- 
worthy of a tragic heroine. To this criticism Lessing answered as 
follows; "In regard to the point about the dream you are quite 
wrong. . . . Emilia does not believe in the dream, but like her 
mother regards the dream as quite natural, on account of her greater 
preference for pearls than for stones. But although she does not 
believe in the dream as a foreboding, it may nevertheless make some 
impression upon her. Appiani is the one who lingers on this point 
longer than the other two. But I make him State the reasons for it 
too." 

L 14. iS^ttett^ emphatic. She means that it is surprising that he, 
the enlightened serious man, should dwell upon such trifles. 

1. 25. ^\t%tX^, flowing, 

1. 28. SU f etnetlt eigenett ♦ ♦ . ©lattse ; therefore contrary to the 
then prevailing fashion of powdering the hair. Appiani, who longs 
for a simple, natural life, delights in seeing his bride dressed accord- 
ingly. 

SCENE 8. 

Page 36. — 1. 8. foÄt^ eÄ {te teuen^ etc., a rather peculiar remark 
of Claudia, only to be understood if we rcmember the sharp distinc- 
tions of rank which prevailed in the last Century. Appiani is a noble- 
man of high rank, Emilia belongs to the Citizen class; his marriage 
would therefore be regarded as a < mesalliance,' and might injure his 
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social Position. (See speech of Marin elli, page 14, line 15 ff.) There% 
fore, Qaudia thinks, he regrets his engagement to Emilia. 

1. zo. atqtüOf^ntU for the more modern argtoö^ttett* 

1. 13. attdgelattfeil feill^ a word borrowed (rom sailors' language, 
It means ' to run out of a place/ ' to sail out,' here ü) start out. 

1. 15. el^egeflent for the more usual Dorgeflem. 

1. aa. "Sfttxnt gfrenitbe kietlangeu^ etc. Here we have one reasoQ 
at least for his stränge melancholy. He despises the prince, and yet 
he promised to inform him of his intended marriage. 

1. 28. I6ei bettt ^rinjen? The efiect of Emilia's silence begins 
to assert itself here. If she had told him of the meeting in church, 
would he have thought of paying his respects to the prince ? Would 
he not rather have been preparing to take some Steps against the 
impending danger? 

SCENE 10. 

Page 37. — 1. za. ^vax, mein $err ? spoken rather sharply and 
proudly. These words, and in fact the whole scene, show that he 
despises Marinelli, and would have as little as possible to do with him« 

Page 38. — 1. 8. gentl^ett toerbe, will deign or condescendto uu 
my Services, 

1. 13. um baiS brittC SBort^ every third Word, 

1. a6. @ie muffen ttodt J^^ut^ abreifett. If Appiani had been 
informed of Emilia's meeting with the prince, he would have knowq 
at once the object of this hasty commission. 

Page 39. — 1. 15. tpetgmeifelt, con/oundedfy ; ttaitP, in the de. 
rogatory sense. It has here almost the meaning of stupid, 

1. ay. einei^ 0¥d|ertl $ennt* He means either the German 
Emperor or the Duke of Piedmont, in whose territory his estates are 
situated. 

1. ag. ^cft il^ ♦ • ♦ bttfübcr fhritte ! spoken very contemptuously. 
Some such expression as ed XOQXt lä(i^erU(i^ is understood before tag. 

Page 40. — 1. 6. and biefem $anfe ? spoken with a tone of 

great surprise, to indicate to Appiani that such a marriage would be a 
decided < mesalliance.' 
1. 9- aBöi? beliebt ? Ibegyourpardon? 
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1. zo. fonad), in that case, 

1. ZI. (SetentHttie is very emphatic. Marinelli deliberately msults 
Appiani by the low insinuation contaiDed in tbis word and in bis 
next two remarks. 

1. aa. JBlr tuerbett Utl* ftired^ett, you shallgive account ofthis. 

Page 41. — 1. 3. 9htr @ebn(b^ etc., a tbreat wbicb Appiani can- 
not of course understand. Marinelli*s first intention of removing 
Appiani by sending bim to Massa bas failed. He is forced to cbal- 
lenge Appiani to a duel, wbicb be is, bowever, too cowardly to figbt. 
In Order to extricate bimself from tbe'impending danger and to belp 
the prince, be now determines npon tbe murder of Appiani, wbicb in 
bis interview with tbe prince be tbougbt of only as a possibility. (See 
note, page i8, line ii; also Act II, Scene 3.) 

ACT III. SCENE I. 

Page 42. — 1. 3* f hltxhi tS haUi, so ü is settled. — @o ge^t t» 
t^0¥ fic^ ? so it will take place f viz. tbe marriage. 
1.. 7* genonttttett for benomtnen. 
1. za. mein Seüeu in bie ^ü^au^t fd^tagett, lo Hsk my Ufe. 

1. Z3. \vi^tf an older form of tbe preterit. 

1. 15- 3» ^^antlfd^ jogcn^ ^ ^«^' ^»^ angry^ to arouse on^s wrath. 

Page 43. — 1. 3. bad ^!titVi Sie gCt^att ? Tbe imperfect and 
pluperfect subjunctive are often used in interrogative and exclamatory 
sentences to express an empbatic denial of a real or assumed assertion. 

1. zo. 9{a(l^bettt 08 faßt, o^ne ättietfel; fällt = ausfällt. The 
wbole expression bas almost tbe sense of je naii^bem bie Umfiänbe ftltb 
or ed lommt auf bie Umflänbe an« Marinelli means to say that 
Appiani would of course have accepted the cballenge if circumstances 
bad allowed it, but in tbe present case no one woold take it amiss if 
he postponed it for a few days. 

1. 30. l^albei^ 9Begei9, now more usually falben SBeges. 

Page 44. — 1. zo. ftomtttanbO^ a Company ofsoldiers, 
1. Z2. felbft fttnfjige?^ now obsolete. Tbe more regulär form 
would be fclbjl fÜnfjtgfler, he bimself with forty-nine others. We have 
a similar expression in SRat^ati, I, 5 : fdbfl gwangigfler gefangciu 
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1. 14. ei^er = fottfl tool^I fc!^otu 

Page 45« — 1. 4. SlBcr ble ^ttflaltett, etc. The prince intended 
to say that he hoped that the arrangements were of such a nature, 
that no violence would ensue therefrom. 

1. 5. %10 fit nur itttttter^ etc.; we should use to-day toie instead of 
al§. Immer is an expletive of emphasis. TA^ preparaüons are as 
good as they could possibly be, 

1. 7* tßlanfe, from late Latin 'planca,' meaning a thick, smooth 
board. Here it means 2^fence made of heavy, smooth boards. 

1. 8. tOÜrb « « « attgefaSett ^abett, The future perfect is often used 
instead of the perfect, to express the mere supposition or probability of 
an action having taken place. So here and in the next sentence. 

1. 9. moiei == unter iDeld^en. 

1. 26. Wer id^ fel^e bei aUebent ttid^t ab, and yetido not see the 

endo/ it all, 

SCENE 2. 
Page46.— 1. 3. itl icbew Sd^lage, in eack coach-door. — ^iMß 

zeigen for 2(ngel(i^en, signs, 

1. zz. WUtn* See page 40, lines 19 and 23. 

1. zg. ttttbereitet for unüorbereitet. Appiani was armed with a 
pistol, which was quite natural at a time when bandits were common 
in many parts of Italy. 

1.25. SoSenbi^ WCitt braber 9HC0(0! and my good Nicola toof 
— ^ad IBob be^a^lett, almost equivalent to büßen, who had to pay 
for it (with his H/e). — SRtt, also, viz. together with the count. 

Page 47. —1. 3. »icrtcU, the older form of Viertel. 
1. 7. 9)lit beinettt 9KC0(0 ! the deuce takeyour Nicolo ! 
1. 9. ber ®raf * » » 0^fafit, the count took good aim cUhim, 

SCENE 3. 

Page 48.— 1. 9. SQSai^ftiib mir ali^batta toeiter? what progress 

have we then madef 

1. 24. fottttte id^ i^r WiiSB^ nid^t ein Iföort aui^^reffett« This State- 
ment of the prince contradicts £milia*s account of the same meeting 
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(page 31, line 13)» in which she said that she answered the prince. 
Besides, the prince affirms again (page 52, line 17) that Emilia did not 
speak a word to him. Of these two accounts the Statements of the prince 
are the only ones we can accept, for there is no conceivable reason 
why the prince should falsify to Marinelli the true State of things. 
Emilia's Statement can be explained by remembering the confusion 
and fear that overcame her when she heard the prince's voice. She 
doubtless intended to answer him, and in her excited account to her 
mother thinks that she had actually done so, although she admits at 
the same time her inability to recall her words to him. It is therefore 
highly probable that this contradiction between Emilia's and the 
prince's accounts was deliberately intended by Lessing as an additional 
indication of her State of mind at that time. 

SCENE 4. 

Page 49« — 1. 13. ((eilit, ÜKeli ; notice the difference of tenses, 
which well suggests to us the sequence of events. When the attack 
was made, the count probably sprang immediately out of the carriage 
to defend himself against the bandits, while Emilia and her mother 
remained inside. Then Emilia was snatched out of the carriage, so 
that the last person she saw was her mother. She therefore uses the 
present in asking about her mother, and the preterit in inquiring 
about the count. 

1. 18. ^a^ tO&re I impossibU ! See note, page 43, line 3. 

Page 50. — 1. 5. o^nfertt for unfern. 

1. IG. Sie ift Hietteid^t i^i^ It is very significant that Emilia, in 
speaking of the attack, expresses great anxiety about her mother, but 
does not mention Appiani. This would indicate that her mother, and 
not Appiani, is uppermost in her mind. Some critics have urged that 
her modesty and her aversion to Marinelli make her shrink from men- 
tioning Appiani in his presence. But it is to be remembered that 
Emilia utters these words in a moment of great excitement and anxiety, 
when such self-restraint and reflection would be highly improbable in 
a girl like Emilia. (See Introduction, page xxi.) 

1. 26. gerufen. See note, page 38, line 8. 

1. aS. um, wiih. 
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SCENE 5. 



Page 51. — 1. 15. ber @?af, ^l^re WlHtX^ The prince pretends 
to haye just come from Appiani and the mother. 

Page 52.— 1. 25. htbtn @ie ttil^t, etc. It is very important to 
notice here the Impression which the prince's passionate Speech makes 
upon Emilia. Trembling, she is just as unable to answer him now as 
she was in the morning. She is entirely helpless in his presence, so 
much so, that, although she distrusts him, she yet follows him ahnost 
against her will. 

1. ag. ieifaSett ; we should be more apt to use to-day einfaHeiL 

Page 53. — 1. 2. gfolge» ®ie unS, said to remove Emilia's sua- 
picion. 

1. 5« »ic mit er ed « « « mit Hr Mng;tfA<ntf hegets on with her. 

1. 7. nid^t • * » tuerbett ; pleonastic negation common in ordinaiy 
«peech after öer^lnbcrn. 

SCENE 6. 

1. x8. ttttb tOO «Itr ttill^t, ifnot, 
1. 25. Sttgeu mad^en, amazed. 

Page 54. —1. 7. f« etmoiS bim, a kindofa. 

1. 8. bie «seiften* See note, page 32, line 6. 

SCENE 7. 
1. 23. onfge^ofietier for beffer aufgel^oben, better taken care of. 

SCENE 8. 

Page 55. — 1. 6. beifatten. See note, page 52, line 29. 

1. IG. load id^ ttidftt tOÜgte, not that lam aware ofit, 

1. 13. äl'larcl^efe ^arinelli* By emphasizing WloxH^tSt, he gives 
Claudia a broad hint that she did not address him with the respect due 
to his Position. 

1. x6. ba^ iflt • • ♦ ttidtt bert&ttmbe ! let me not calumniatel 
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Page 56.— 1. 19. ^ tpetsei^e htt funtgen VtutUv has reler- 

ence to the expression of Claudia, beitt ^etttb/of the preceding line. 
S)ein expresses there inferiority and contempt. 

1. 26. ^er ¥ritt$ ? As soon as Qaudia hears that the prince is 
with Emilia, the whole plot dawns upon her. Her own daughter in- 
formed her of the meeting in church that moming; she overheard the 
angry words between Appiani and Marinelli; she knows that Appiani 
is dead and that Marinelli is in some way connected with the murder. 
With these facts in mind she has no difficulty in discovering the plot 
It is to be noticed that the prince's hasty conduct in the moming be- 
gins now to teil against him. 

Page 57. —1. 4. ^Ulenreineftett, iAe Holy Virgin. 

1. IG. ^ic^ ! ^\^ \ See note, page 56, line 19. 

1. 14. fd^tuftnttett, your mind is wandering, you rave, 

ACT IV. SCENE i. 

Page 58. —-L 14. Wer wir for über tnld&, on accountofme. 

1. z6. toad id^ Kefier • * « iiu^t ^t\fitt « « « l^abett tinS, wkat I would 

rather not have heard, 

Page 59. — 1. 5. ili^ bin nttfcl^ttlbtg« See note, page 18, line ii. 

1. 7. bcttt ®raf ett ; fojicn is to-day generally followed by the acc. 
of the person. 

1. 14. ^aS «Hb gfaS = )}Iö^U(^. 

1. ai. flflt betreten (affett^ to be surprised or cau^, 

Page 60. — 1. 29. bad größte ®lÄif »ad; instead of wa« we 

should expect ba9 or lDeId^e9* Schiller and Goethe also use occa- 
sionally toa^, where the simple relative would be more granmiatical. 
This usage is common even to-day, especially in North Germany. 

1. 31. Uttb aliS biefei^ — , an anacoluthon. The prince probably 
meant to say : And as such (as a piece of good fortune for me) I 
should regard it, no matter how it happened, if only it had been done 
quietly. 

Page 61. — 1. 2. ^0)1^ ! lagree, or very welly like the French * töpe.* 

1. 4. ^eilf attt^ mefulf a crime that would further my purpose. 

1. 5. »ftre, hypothetical subj. 
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1. 7- auf ^ett Stopf SKfage«, 'to assert a thing boldly and de- 
ddedly/ ^iuA one wotdd boldly rtfer itto us, 
1. i6. t»a9 (Sge. See note, page 43, line 3. 
1. 27. tlort^O for the present für Xt^i^for the time being, 
1. 30. emf JUttg, here = eiltfac^. Translate, to be bruf, 

Page 62. — 1. 6. ma» er im @c^Ube fiU|re = toa« er beabftci^tige. 

Marinelli is perfectly right when he says that his plans were foiled 
by the prince's confession of love to Emilia. If the prince had not 
taken this Step, the murder of Appiani would have been ascribed 
entirely to the rapacity of the bandits; Emilia, Claudia, Orsina and 
Odoardo could not have had the least suspicion as to the intentions of 
the prince, and Marinelli's plot might have sacceeded. 

SCENE 2. 

1. 18. Drftna ? ♦ . . Orftna ? The prmce suspects here that 
Marinelli is responsible for this sudden appearance of Orsina in 
Dosalo. (See page 12, line 8.) 

1. 26. Oltf ßimtlf^aft fomnteit, to come as a spy. 

SCENE 3. 

Page 64« — 1. i. 3n beut ^ofalo; modern usage would prefer 
in betn !S)ofa(o or auf bem S)ofaIo. 

1. IG. i^ Henttltteitb* See note, page 33, line 12. 

1. 12. @0 l^ai er meineit 8rief, etc. See note, page 4, line 12. 

1. 20. 9ltttll0rti^ genug. SCnttOort is here used as a neuter noun. 
It wavers between the feminine and the neuter for several centuries, 
until the feminine becomes the established gender. The genitive 
depends here upon genug. 

Page65. — 1. 1. ©eqniele, ©efreif^e; these somewhat con- 
temptuous words refer to Emilia, whom she instinctively suspects as 
her rival, although she does not yet know her. 

1. 12. (Sd^nilff^naif, formed by a reduplication from the noun 
©(i^nacfe ('nonsense *), with a Variation of the vowel in the first part, 
after the analogy of words like @ingfang, S^^^S^c^f ^Ungnang, etc. 
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1. x6. tUftte* See note, page 43, line 3. 

1.25. 9lxält ans IBera^tUltg. Goethe thought that the word 
SSerac^tung was not in keeping with Marinelli's character as a polished, 
diplomatic courtier. And yet this is hardly a slip of Lessing, but rather 
serves to characterize Marinelli. Knowing that Orsina is no longer the 
favorite mistress of the prince, he is now indifferent about the language 
he uses to her. 

Page 66. — 1. 8. ttaifililattberttbei^ ^ofmftimfi^ett, lit. parrot-Ukt 

court puppet^ court parroL 

1. II. ©lelcftgültig ift bie Seele, etc. This whole sophistical 
argument of Orsina on ©tcld^güttlgfclt is intended by Lessing to show 
her fondness for philosophizing, which has confused her intellect, and 
made her lose the love of the prince. (See page 13, line 12.) Sense 
and nonsense are here intermingled. She wishes to prove that in- 
difference is a mere word without content. She then proceeds to 
define ©(ctd^güttigfclt very well. One can be indifferent only toward 
a thing about which he does not think seriously, only toward a thing 
which is nothing for him, in which he has no interest. But in the 
second sentence, by arbitrarily omitting für {te af ter bad — bad (für 
fic) fein S)lng Iji — she reaches her startling conclusion. Her final 
argument would amount to this: that indifference toward ä thing 
destroys the existence of that thing, and hence is nothing. But indif- 
ference toward a thing does not do away with its existence, and hence 
her conclusion is absurd. 

1. 21. |a, i^ bin eine, to be taken quite seriously. Her preceding 
remarks show that she is proud of her intellectual superiority. 

1* 23. öfterer, a form still common in Saxony. The comparative 
bftcr is regarded here as a positive, and is raised to a comparative by 
the ending er. In the same way the English * near,* which is a com- 
parative of * nigh,' forms the comparative • nearer.* 

L 24. ifi eiS molt^ ttPfi^ SBnnber; modern usage would require ein 
SBunbcr. 

Page 67, — L 9. @tOlf, idiot, blockhead. 

1. iz. 5n XwSBktn ntadit: at the present time we should omit 
thegu. 
1. 12. ernftl^llf^^ Seite. She thinks of the purpose with which she 
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came to Dosalo, riz, to kill the prince. (See Act IV» Scene 7, last 
Speech of Orsina.) 

1. 30. 8Bir foffett nn§ f|preil^eit, e^. according to tue will ol 
Proyidence. 

SCENE 4. 

Page 68« — - 1. 3. «netttfd^lftfflg, a word no longer in ose to-day. 
It arose from a mixture of uttfd^lüfftg and ttnnttfd^lpffctu 

SCENE 5. 

This scene is a parallel to the great scene between Marinelli and 
Claudia, Act III, Scene 8. In both scenes the plot ol Marinelli is 
gradually brought to light, and Orsina's and Claudia'» knowledge of 
the plot will serve later on to impel Odoardo to action. 

1. 18. tiie xtSi mert Un for ber iäf wert Mit. 

Page 69. — 1. 18. Wer Wefe Söge; at present we should say über 
Mefcr £üge or auf blcfcr £üge extappeu. 

1. 30« 0Cl|t . . . ttttgemeitt naf^t, grieves uncomm&nfy. 

Page 70. — I. 7. SBcr ? — ^ittUta ©alotti ? With aD hi» 
shrewdness Marinelli destroys bis own scheme by yielding to Orsina 
and telling her the name of Appiani's bride. For as soon as Orsina 
hears the name of Emilia Galotti, she sees at once through the whole 
plot. Her spies, who have been of late watching all the movements 
of the prince, have foUowed him in the morning to church, have heard 
him speak to Emilia, have found out her name and have reported 
everything to Orsina. On her way to Dosalo she heard of the murder 
of Appiani, but still knows nothing of the count's relations to Emilia 
Galotti. She herseif says : 3(4 bin fo lange au9 ber @tabt, bag id^ ^on 
nid^td tOt\.% Now it is Marinelli's Information that Emilia was the 
bride of Appiani, that furnishes her the clue to the whole plot. Her 
thorough knowledge of the ways of the court of Guastalla suggests to 
her at once the connection between the murder of Appiani and 
the abduction of Emilia to Dosalo. It is again to be noticed how 
the hasty conduct of the prince in the momlng, natural as it ii^ react» 
■gaintt him« 
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1. 26. nttb metttt @ie fetüft ber ^ettfel tuftren. She immediateiy 

suspects Marinelli as the chief agent of the plot, for she knows but 
too well bis past career in the service of the prince. 
Page 72. — 1. 1. pd^ trollen, pass out; Ü5cr $oI« über ÄoW» 

headlongy in tUmost haste, 

1. 3. eitt SaitgeiS nwb 8reitei9, had a long conversation, 

1. ix. nm bett $aW rebeit, ^0« will for feit your Hfe byyour talk, 

SCENE 6. 

1. ax. ttoKenbiS, /^ cap the climax. 

Page 73. — 1. 9. ©ein = feien; Oberfter = Oberjl. Lessing 
still feit the word in its adj. sense, and therefore gave to it the strong 
adj. ending. 

1. 10. Übel« = Übte«. 

1. 14. Hon toegen, now obsolete for the simple tvegen. 

1. 26. At present we construe erlaffen with the dat. of the person and 
the acc. of the thing. So we should say here : ^^ ertaffe Sinnen bleS. 

Page 74. — 1. 8. geben, what to tkink or how to value her talk, 

1. 10. {Ifi^ in» SBort laffen, obsolete for ftc^ in ein ®ef|)rad^ ein« 
loffen. 

SCENE 7. 

Page 75. — 1. i. t^ bergeffe, e.g. what Marinelli told him, that 
sdie was insane. 

1. 27. genug tOiffen mollen, you who claim {or think) that you 
know already enough, 

1. 29. ^ran. In the sudden excitement which overcomes him he 
forgets to address her with the more proper title SJ^abame. 

Page 76. — 1. 7. Sd^laraff enleben, Hfe of the fooVs paradise, a 
life of idleness and enervating luxury. It has been often described, 
among others by Hans Sachs in his ©c^Iaraffcnlanb (1530). 

1. IX. ^^^iXtn @ie nid^t, etc., lit. «do not pour your drop of 
poison into a bücket (of water).* By doing so each drink of the 
poisoned water would be weaker, but the effect of the whole would be 
the same. Do not mitigate the bad news by imparting it gradually. 
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1. 20. tOttm t§ aBgerebet ttiorbett. Orsina in her jealousy «vould 
like to prove Emilia an accomplice in the criminal plot. (See Intro- 
duction, page xxx.) 

1. 27. O bCi§ gttabigeit $m§ett I ironical reference to Claudia*s 
words. (See page 27, line 13.) 

1. 28. tnirft t§, possibly a reminiscence from Othello, Act IV, 
Scene i : " Work, my medicine, work ! " It is to be remembered that 
Lessing was an enthusiastic Student of Shakspeare, and was one of 
the first men in Germany who had a genuine and intelligent apprecia- 
tion of Shakspeare 's greatness. 

Page 77« — 1. 14. bie erftC, bie beftc; to-day we omit the second blc. 

1. 15. feft etttffi^lllffett, e.g. to kill the prince'and to poison herseli. 

1. 27. SaCfi^aittintteit, in Greek mythology lemale devotees af 
Bacchus, who at certain definite periods worshipped in the wildest 
orgies the god of wine. Lessing has evidently the story of the Theban 
Kling Pentheus in mind, who opposed the introduction of the wild rites 
of Bacchus into his city, and who, in punishment for his crime, was 
tom to pieces by a troop of raving Bacchantes led by his own mother 
Agave. (See the Bacchae of Euripides.) — ^tttiett, the terrible Greek 
goddesses who hunted down and avenged unnatural crimes. They 
were represented with snaky hair, brazen foot and of terrible aspect. 

SCENE 8. 

Page 79.— 1. 3. SBiffett fanit fle C5 tttcftt, a remark which Show» 
that Claudia had not the courage to inform her daughter of the plot 
and its fatal results. 

1. 7. @ic ift bie gfnrd^tfantfte, etc^ a very fine characterization of 
Emilia, as her conduct in Act V, Scene 7, will show. 

1. II. (Bit fl^rifi^t tniti^m, etc. The poet has not brought Emilia 
npon the scene throughout this whole act. He indicates to us here, 
through this remark of Claudia, what Emilia has been doing behind 
the scenes. In her conversation with the prince she has been gradti- 
ally regaining her self-control. 

1.21. iBSol^ltl^fttertn. He calls her so, because she told him how 
things were, and because she gave him the dagger which he now in- 
tends to use against the prince. 
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ACT V. SCENE i. 

Page 81. — 1. II. 9^eibl|art, from Middle High German Nithart, 
which means * strong or persistent in envy and hatred.' Marinelli calls 
him so, because Odoardo opposed the prince*s Claims to Sabionetta, 
and now begrudges him Emilia. 

1. 17. ^Brett fte, etc. Marinelli is going now to explain to the 
prince the pretext by which he hopes to keep Emilia in Guastalla. 

SCENE 2. 

Notice throughout this and the foUowing scenes Odoardo*s struggle 
to maintain his self-possession, and to subdue bis constantly rising 
wrath. He wishes above all to act calmly and rationally. 

1. 25. für for öor. See note, page 10, line 9.. 

Page 82.-— 1. 1. SSoig Jot bie öefrftwftc ^^itgenb, etc. Odoardo's 

lack of resolution begins to assert itself here. He is in search for rea- 
sons to excuse himself to his conscience. He thinks that by killing 
the prince he would avenge both Orsina and his daughter, and to 
avenge Orsina would stain the purity of his deed. He therefore re- 
f uses to act at all, leaves the avenging of Appiani's death to Heaven, 
and finds momentary satisfaction in the contemplation of the pain and 
despair which ungratified passion will bring upon the prince. (See 
Introduction, page xxvii.) 

1. 8. %tX\iXt^VX ; here it means almost * the consciousness of 
crime.* 

1. 10. bügen, here in the sense of bcfricblgcn. 

SCENE 4. 
Page 84. — 1. 5. ob id^ cö fdjott tttd|t bürftc, although {but for 

this) I ought not to do it, — SBÜtetrid), tyrani, in the sense that Schiller 
uses it in his poem ,,!2)tc SBürgfd^aft/' a ruler who violates the laws of 
his country to satisfy his lower desires. 

1. II. ^offfi^rait^e, now masc, a court-parasite, 

1. 14. tuelfi^en refers to ^Jorioanb. 
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SCENE 5. 

Here the pretext agreed upon after Scene i comes to light. (See 
note, page 81, line 17.) 

Page 85. — 1. 5. @ie ift itt ticttcr Unntlfe, etc. This is untrue, 

as the very first words of Emilia in Scene 7 show that she knows 
nothing of the departure of the mother. 

1. 8. 3m Xvinmplit, because of the fortunate (?) escape of Emilia 
and Claudia from the attack of the bandits. 

1. 30. etn51trebett for the modern brcingurebcn, * to raise objections,* 
/ö interfere, 

Page 86. —L 8. ei^ gCl^t mir na^C, itgrieves me muck, 

Page 88. — 1. 21. fä^rt, puts his hand. 

1. 24. ^aiS fljroii^ fcitt ©ItöCl ! For the significance of these 
words, See Introduction, page xxix. 

1. 26. @ic fittb irrig for @ic irren jtd^. 

Page 89. — 1. 16. bie gute ©ilit^Ue. Sibyls were priestesses of 
Apollo, who, in an ecstatic condition of mind bordering upon mad- 
ness, proclaimed the oracles of the god. So Odoardo fancies that 
Orsina, when almost in a State of insanity, revealed to him this whole 
monstrous crime, and moreover uttered ambiguous sayings, the füll 
meaning of which he now understands. 

1. 24. Utit fidl, fdnnen t^ Italien ; mit flrf) is placed here before 
lönncn for emphasis. 

1. 29. fott ili^ fiC gör ttil^t f^ireii^en, etc. To be consistent Mari- 
nelli should have opposed Odoardo's request to see his daughter. If 
for the sake of an impartial trial father and daughter are to be separated, 
it is absurd to allow them any interview at all. But Marin elli, highly de- 
lighted at the seeming success of his cunning plan, forgets for a 
moment all its bearings, and carelessly grants an interview which is 
destined to destroy with one blow all his ingenious schemings. (See 
Introduction, page xxxiv.) 

Page 90. — 1. 13. tticnn (Sic mein grcnnb, etc. The prince does 

not seem to have observed any of the inward struggles of Odoardo; 
he believes he has triumphed, and therefore speaks so kindly to 
Odoardo. 
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SCENE 6. 

1. 20. ®0 ober fo» These words probably refer to his doabt as 
to whether he shoold kill the prince or his own daughter. — ffd^ Her» 
ftüttbe« In this awful moment of despair, when he hardly knows what to 
do, his suspicious, brooding nature asserts itself again, and he questions 
the innocence of his own daughter. It seems that the suspicion thrown 
out by Orsina (page 76, line 20) has left a deep impression upon him. 

1. 25. tHaiS ^C^ tWir bettfeti l&^t, something that may only be thought 
(but not uttered), viz. killing his own daughter. 

1. a6. 9Ber {le nttfd^ulbig, etc.« another proof of his indecision. 
(See note, page 82, line i.) 

SCENE 7. 

Page91. — l. 7. Idmmt t2 ttiddt auf einei?? We should use 
to-day ^inaug after eine«. 
1. 16. Uttb toarum er i^t tft ; »arum very emphatic 

1. 25. SBai^ Ptte ei^ bann, etc., what difficulty would there then be 
(if we could flee) ? The question has often been raised whether there 
is not a possible way of escape. Those who have read the drama 
closely must see that there is no way by which Emilia could extricate 
herseif from the power of the prince. She is to be kept in Guastalla 
for examination. Under a plausible pretext of justice she is to be en- 
tirely separated from her parents. The prince is an absolute sovereign. 
He can easily find means for retarding the trial, and during all that 
time Emilia is to remain at the house of Grimaldi, the place which she 
fears most. 

Page 92. —1. 6. wer bcr aRcwf^ ijt, bcr, etc. A similar senti- 
ment Nathan expresses (Act III, Scene 3) when he says : ^eitt äJ^enfd^ 
muß muffen. 

1. 23. 5ttö ob totr feinen SBillett ^lüXtVi, etc. The thought of a 
voluntary death flashes through her mind. 

1. 26. einem oon beiben » « « beiben, etc. In his rage he says 

that he wished to kill both, but as a matter of fact he intended to kill 
only the prince, because he regarded him as the only guilty one. He 
now sees that Marinelli is equally guilty. (See page 88, line 21.) 
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Page93. — 1. 8. OTcr ni^t über atte »erfüljntttö, etc. It Is 

upon this confession pf Emilia that the Interpretation of her character 
and of the whole drama, in fact, must finally be based. Some critics, 
wishing to 'rescue* her character, would have it that she overstates 
things here, that she purposely uses the strongest language at her 
command, in order to arouse the wrath of her father and thus induce 
him to kill her. They lorget that such conduct would hardly be in 
keeping with the character of a simple, innocent, inexperienced girl, 
such as they conceive Emilia to be. Besides, such an interpretation 
assumes a calm deliberation on the part of Emilia, which is impossible 
here. On the contrary, this confession is uttered here with an inten- 
sity of conviction which must exclude all such calm reflections as those 
mentioned above. This is the most tragic moment of her life, and if 
she ever was true to herseif, it is now. She may exaggerate the dan- 
ger, but she believes in all that she says. The overwhelming misfor- 
tunes of the day have suddenly matured her and made her powerfully 
conscious of a serious weakness in her character which makes her dis- 
trust herseif. (See Introduction, page xxiv.) 

1. 13. 3>t^ bin für nt6)t$ gut, I shallbe responsible for nothing, 
1. 18. ^Xibji^ ^(i^Ummerei^, e.g. than the loss of their innocence. 
— fl^rangeit ^aufenbe, etc. She thinks of the legendary accounts of 
Christian virgins who, in the early days of Christianity, in Order to es- 
cape the lust of some pagan tyrants, drowned themselves and were 
afterward canonized. Later on, however, such martyrs were not can- 
onized, for the Catholic church expressly forbids suicide. 

1. 21. ttttb »Ctttt btt Htt lennteft, etc. He thinks of the irony of fate 
that this dagger, which Emilia now wishes to use on herseif, belonged to 
the mistress Orsina, who intended to kill the prince with it. Odoardo 
thinks that if Emilia knew this fact, she would shrink from this weapon. 

Page 94. — 1. 2. tote mein Satcr »tH, etc. This delicate touch 
was probably suggested to Lessing by the words of Desdemona (Othello, 
Act IV, Scene 2) : " Such as she says my lord did say I was." 

1. 4. Q meine X^ÜB^itt ! The tone of voice and the gesture which 
accompany this exclamation make Emilia believe that Odoardo wishes 
to kill her. But his raised band sinks again, incapable of the deed. 

1. 8. tOO^l gab t^ einen ^aitX, etc. She refers of course to the 
deed of the Roman Virginius. 
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1. 9. bett etften betl beftett. See note, page 77, line 14. 

1. 10. 5nm stoeiten ; WlaU is understood. 

1. 14. @ütt, tuaii f^ah^ idl ^ttl^an l Odoardo, unlike the old 
Roman father, is overwhelmed by the consciousness of the deed which 
he has just committed. He could do it only in a moment of the 
highest passion. (See Introduction, page xxxi.) 

SCENE 8. 

Page 95« — 1. i. 34 f^nift» Much has been said about Emilia's 
untruthfulness in the last moment of her life. But are her words un- 
true? Would Odoardo's deed have been possible without her own ' 
free will to die ? Clearly Odoardo was merely the instrument in ac- 
complishing the deed. It seems that by the above words Emilia means ^ 
to indicate to the prince that her father did not kill her against her 
will, but that she herseif preferred to die rather than to fall a prey to * 

him. 

1. 13. ciwc f finale Xragdbie« Lessing violates here his own prin- 
ciple, developed in his Dramaturgy (No. 42), in which he severely 
criticizes the dramatist for using any word connected with the stage. 
Such words spoil the Illusion of the drama. 

1. 20. 4eb' i^tt auf. The question naturally arises why Marinelli 
should hesitate to pick up the dagger. Niemeyer suggests that the 
weak prince wishing to free himself from the responsibility of punish- 
ing Marinelli, bids him pick up the dagger, in order to give him the 
opportunity to turn it against himself. Marinelli then hesitates from 
natural cowardice, and because he cannot believe that the prince 
means seriously what his tone of voice and gesture would indicate. 
It is not tili the prince angrily exclaims : " What? You hesitate?" that 
Marinelli picks up the dagger and acts as if he were about to stab 
himself. When the prince sees this, he suddenly changes his mind, 
snatches the dagger from his band and says: "Wretch! No, your 
blood shall not mingle with this." Then he banishes him from court. 

(Slrd^iü für ba« ©tublum bcr neueren <Bpxa6)tn, vol. 23, page 380.) 
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